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were represented, it was not by students of archaeology acquainted with what might have been 
the costume and manners of pre-Buddhist India, but by men who pictured to themselves the epic 
heroes in terms of their own experience; there was nothing romantic in their conception of &e 
past, just as there was nothing romantic in their conception of heaven. Time and space were faint : 
and all ages and all conditions alike seemed to pass before their eyes in terms of the present moment. 

If Indian painting for nearly eight centuries, roughly from a.d. 650 to 1427, — ^the latest date of 
Ajan^ to that of the earliest illustrated Jaina text so far available — ^is nearly a blank, apart from 
Nepal, it is certain that mudi of the greatest value has been lost. But I am inclined to think that we 
may take consolation in the reflection that we have preserved to us sufficient to afford a good idea of 
Indian painting in its two supreme periods. The intervening ages exhibit no one great religious 
inspiration comparable either with that of Mah 5 yana Buddhism or that of mediaeval Vai§navism. To 
a certain extent the intervening art may have corresponded in style to the later Sanskrit and PrSkrit 
poems, ‘artificial productions, written in the closet by learned men for learned men*. But the Neo- 
Gaurian poets, continues the same writer, ‘ wrote for unsparing critics, tire people . . . they have 
remained living voices in the people’s hearts, because they appealed to the sense of the true and the 
beautiful'.^ The same is true of the Rajput painters, whose work is immediate, unique, and unforget- 
table, and in time to come will be given an honourable place amongst the great arts of the world. 

^ Gnenon, Modem Vetnacvlar LUeralure of Hmdutiaa, Calcutta, i88g, preface; 
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NOTE ON PRONUNCIATION 


The system of transliteration is that approved by the International Oriental 
Congress of 1894. Familiar spellings, however, are retained in the case of Vishnu 
{Ptpm), Krishna and a few other names. The following hints on pro- 

nunciation may be useful. The vowels generally are to be pronounced as in 
Italian. Note especially that a. has the sound of a in America, & the sound of a in 
father, 0 is always long, as in note, e is long (as a in navi) in Sanskrit and usually 
long in Hindi, while the vowel r resembles ri ox ru', at has the sound of i in 3 ite, an 
the sound of mv in c(nv. Every consonant is distinctly pronounced, not excluding r : 
c has the sound of ch in church, y o£ n ia. pink, while i and f have nearly the 
sound of sh in shut ; r as a consonant (e. g. in Pahart) is distinct from the vowel r, 
and has a sound between English r and d, but may be read as an 9' if the proper 
sound cannot be reproduced. Aspirates are also distinctly heard ; ch, for example, 
is sounded like chh in church-house, and th like th in ant-hill. The accent falls on 
the first syllable or the third, rarely the second. 

The inscriptions quoted from Rajput paintings are exactly reproduced, without 
emendation. 
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INTRODUCTION 


Rajput painting, the subject of this work, is the Hindu painting of Rajputana and the Paflj^b 
Himalayas. Its period may be taken as from about the beginning of the 13th century a.d. — when the 
Rajputs, dispossessed of capital cities such as Delhi, where classic Indian art and literature was still 
preserved, began to adjust their life to changed political conditions — ^to the middle of the 19th century. 
The term Rajput is employed because all the works discussed have been produced under the patronage 
of Rajput princes ; it conveniently summarizes the fact of broad distinction from Mughal ; and is 
preferable to any sectarian name such as Hindu, because that would have too wide a geographical 
application. Rajput painting is the counterpart of the vernacular literature of Hindustan. 

Rajput painting, needless to say, does not stand alone as the only school of Indian painting of 
its day. It is but one, though the most important, of several continuations and descendants of the 
old classic art of Buddhism and early Hinduism, adapted to changed demands; and at the same 
time it is to a considerable extent^ontemporary with a fresh and eclectic development, well known 
under the name of ‘Indo- Persian’, Mughal, or ‘ Indo-Taimuria' painting. The general relationship 
of all these schools will be most conveniently summarized in the accompanying table. 


SCHOOLS OF INDIAN PAINTING FROM A.D. 1500 TO 1850 
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2 RAJPUT PAINTING 

Rajput art stands to the classic art of India in the same relation as the contemporary vernaculars 
of Hindustan stand to Sanskrit We are well acquainted with classic Sanskrit literature, typically 
of the period a.d. 300 to 800; this literature was written in the spoken language of the courts, 
and of all literati and savants. Less exalted personages used the dialects of the home and of the 
provinces, called Prakrits, and we are acquainted with the nature of these Prakrits through the 
quotations given in the Sanskrit plays, and through the literature written wholly in Prakrit. We 
know also the plastic arts of the classic age in their most aristocratic and accomplished forms, for 
example, the sculptures of Elephanta and Eliira, and the brilliant paintings of Ajanta and Sigiri. 
We do not know the contemporary folk or ‘ Prakrit* plastic art in the same way. However, there 
can be no doubt that such an art existed, as it has existed everywhere until destroyed by Industrialism. 
Folk-art of the present day is a tradition handed down directly from the past ; in Rajput painting, 
just as in the vernacular poetry of Hindustan, it is this folk-art, fused with hieratic and classic 
literary tradition, that emerges as the culture of the whole race, equally shared by kings and 
peasants. 

The great cycles of classic Sanskrit literature and SastHya plastic art had passed their zenith 
before the end of the 9th century. The vernaculars of Hindustan, particularly the various dialects 
of Hindi, with Pafijabi and Bengali, began to develop from the secondary Prakrits about the 
nth century.^ This development was not merely an accidental change, but a movement of con- 
structive evolution under the great spiritual impulse of the Paura^ic renaissance, — ^the emergence 
of the ultimate phases of Indian religion in the cults of Vishnu and Siva.® Another factor in the 
development of the vernaculars appears in the sense of national pride which inspired such bardic 
chronicles as the Prithmraj R&sau and the Hammtr RasO/H. The greater part of the literature, 
however, and almost all of the plastic art has a directly religious inspiration. 

Neglecting for the present the cult of ^iva, we may call attention to the fact that the development 
of the two great phases of popular Vai^navism— the cult of RSma,® and the cult of Gopala-Krishna * — 
takes place contemporaneously with that of the vernaculars, the Tertiary Prakrits ; and the literature 
of these cults has remained until recently the dominant factor in the development of the languages 
and the essential theme of their poetry. The central inspiration of Rajput painting is also Vaisnava. 
Vernacular poetry and painting, music and popular drama,’ are the various expressions of a common 
inspiration. 

To reconstruct the vernacular culture history of Hindustan is not yet easy. It is, however, 
a matter of moment for our study to determine its main outlines; and in doing this we shall find 
our best guide in the history of literature. The early Vaisnava literature is still the work of Sanskrit 
writers (Ramanuja, Madhva, Nimbarka) : the supreme expression of its first movement appears in the 
immortal Govinda of Jayadeva (13th century). These are followed by the great teachers 
and vernacular poets of the 14th, 15th, and i6th centuries. Ramananda belongs to the close of the 
14th and beginning of the 15th century: his great disciple Kabir flourished in the 15th century, 
and died in 1518. Vidyapati, Umapati, and Candi D^sa lived through the first half of the 15th 
century. Vallabha, who established the cult of ^ri Natha-ji (but wrote in Sanskrit) was bom in 
A.D. 1479. The Paduw&vatl of Malik Muhammad was completed in a.d. 1540. The life of Caitanya 
extended from a.d. 1485 to 1533, and that of Tulas! Dasa from a.d. 1532 to 1623. These are 
followed by critics and analysts, of whom the most authoritative and poetical are Ke^ava Disa 
(fl. A.D. 1580 to 1610), Bihari Lai (17th century), and Jasvant Siqgh (d. a.d. 1815). Thus the classic 
period of the vernacular poetry*— its age of Dante and Chaucer — ^falls within the limits of the 15th 

® L. D. Barnett, Anttgmties of India, p. 33. ' ‘It seems likely that the Indian drama ^as developed 

* Nol^ of course, the first appearance of these gods, but the m connexion with the cult of Viahnu-EaiEhna ’ — (Macdonell, 

subsdtadon of the loving worship of some manifestation ot Samkrti latercdure, p. 347), referring, of course, to a much 

'l^hnu or of &va for the orthodox worship of these or other earlier penod than ttiat at present under discussion, but the 

gods in their Vedic aspect and according to Vedic ntnai relation persisted unchanged, as is seen in the r&ios and 

> Bhandarkar, Vaif^im, iiemsm, 6*r., p. 47. ySfrSt of the latter days. The oldest dramas mentioned by 

* Bhandarkar, loc. mb, p. 66 , Mhnl^lm tfied ‘about name— of the and century 8.C., but no longer extant — are 

iifia'. Krishna mysteries. 
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and 1 6th centuries. Perhaps we cannot at present determine its limits more closely; but we may 
take the year a.d. 1500 provisionally as its central point 

Such evidence as is afforded by the Rsjput paintings at present accessible tends to prove 
that the greatest achievements of the school must likewise antedate the close of the i6th century. 
It is true, that having regard to their profound accomplishment, tenderness, and passionate intensity, 

I should formerly have been inclined to rank highest the best work of the late 18th-century painters 
of Kaqgya; and very fine drawing was still being done in Jaipur at tlie same time. But since then 
there have come to light a number of works, mainly 17th century, of the school of Jammu, and others 
closely related to these, but of the i6th century and from RsjasthSn. The Jammu works have little 
of the ddicacy and refinement so conspicuous in those of KSggra; they are far more grandiose in 
their conception, broader in their detail, and fordble rather than tender. At the same time their 
reliance upon well-established formulas is generally carried so far as to make it clear that even 
in this relatively primitive art we have not discovered the best of its kind. In the same way 
there are certain Rajasthani works of the 17th century, notably the Rs^tmlS. of the British Museum 
MS. Or. 2821, of considerable dignity, which it is easy to see could have been still better than they 
are ; and the same applies to the two examples reproduced on our Plates v and vr. And we are not 
mistaken, for in almost exactly the same style, but actually far more sensitive Is the one ragiiti 
reproduced on Plate iv; and this is most likely a work of the latter part of the i6th century. Yet 
more naive and passionate, of warmer colour and more splendid draughtsmanship are the four examples 
reproduced on Plates i-ra. 

It has been pointed out that RSjput art in its own peculiar forms, like Hindi poetry, is the 
product of a special inspiration (I had almost said a special revelation) ; but the discussion of its 
origins must be carried further. For the roots of it, like those of the cults of Vishnu and ^iva, 
and the sources of the Tertiary Prakrits, go much farther back than the 13th or the iith century. 
This is true both as regards style, and also as regards some of the particular compositions and general 
conventions. For, in the first place, to speak of style : both in composition and technique the Rajput 
paintings, notwithstanding their generally small sire, are clearly derived from and related to an 
art of wall-painting. Especially is this true of the scale of the desiga The small pictures are 
miniature only in measurement ; when they are enlarged by photographic projection to many times 
their original size they gain in grandeur, and it would be difficult to guess that they had not been 
designed originally on the large scale. We must not forget also that a fair proportion of the Rajput 
painting was designed for or executed on actual walls. The Jaipur cartoons of Radha and Krishna 
dancing are almost life size (Plates ix, x) ; the Jammu R&m&yana pictures (Plates xxi-xxrv) measure 
33 by 23I inches, an inconvenient size for portfolio pictures, and the paper used for the pasteboard 
of the portfolio in which they are preserved includes a portion of a much lai^er cartoon of 
a ‘Mahi§amardini’ design, pierced for pouncing. 

Wall-paintings are still preserved at Udaipur (the island palaces) and BikSner (the old palace) ; 
the latter are of the 17th century, and include a good deal of decoration in the style of the excerpt 
reproduced on Plate viii. Painted walls, indoor and out; may still be commonly met with in Hinda 
towns, such as Jaipur, Amritsar, and Hoshiarpur. And in this connexion it is interesting to note 
that the IJ&rada^amar 3 tra, a work on the enfances of Krishna, ascribed to the beginning of the 16th 
century,^ refers to the gates of l^iva’s palace Kailasa as decorated with pictures and sculptures of such 
subjects as the * Stealing of Clothes ’ and the ‘ Raising of Mt. Govardhan ’, indicating that pictures of 
the sort were commonly to be seen at the gates and on the walls of earthly palaces. 

On the other hand, Rsjput painting has no connexion with book illustration, and indeed, there 
never was a genuine Indian art of that kind. In the rare examples of illustrated Indian manuscripts, 
whether they be Nepalese palm leaves,* or Gujaiilti Jaina works,* or Sanskrit or Hindi manuscripts 
fronf Hindustan, the illustration takes the shape of a painted panel laid across the text, without any 
organic relation to the rest of the page. Nor was there any such intimate relation between the 

^ Bhandarkar, iaioim, d^., p. 40. * For a topical example see my NoUt m Ja^ 

* Or paper manoscxipts, e.g. Get^y, GWr of Northern ' of hic^ Art', July, 1914, Plate i. 

Suiikm, 1914, Plate m 
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painter and the calligrapher, as obtcuned in Persia and China. The fine Sanskrit manuscript is 
a thing of great, but austere beauty ; but this beauly owes nothing to the painter or the decorator, it 
subsists in the form of the characters and the arrangement of the words and lines. Whenever Indian 
painters desired to illustrate a particular story, as often happened, they prepared a series of portfolio 
pictures ^ consecutively numbered, and either without any text, or with the appropriate text inscribed 
behind, or sometimes above or below. Such series are not to be described as illuminated manuscripts, 
but are like the wall-paindngs, for example, at Degaldoruwa in Ceylon,® if we imagine these transferred 
to paper and cut up into separate panels. 

The same relationships will be made evident if we examine the technique of Rajput painting. 
We shall find that it is essentially an art of outline, and illustrates, as clearly as the Greek vases 
or the Minoan frescoes, how drawing and painting can be one and the same thing. The outline, with 
exception of a few large cartoons apparently in charcoal, is invariably drawn with a brush ; this is 
equally true of the largest and the smallest drawings. The first sketch is freely drawn in red ; over 
this is spread a white priming, through which the red outline shows more or less distinctly. A 
second outline is then drawn over this with a finer brush, often freely modifying the original sketch. 
This second outline is highly finished, and contains everything that will appear in the coloured picture. 
When this outline is complete, the background is coloured, first the sky and buildings, and afterwards 
the trees. Many extremely interesting drawings are to be met with, that have not been carried 
beyond this stage (e. g. Plates lii and uv, b). Finally the figures are coloured, and again outlined. 
In the case of copies made by pouncing, the pounced dotted outline, of course, takes the place of 
the first drawing in red. The white priming gives great luminosity; it also provides an almost 
polished surface, like that of fine plaster, for the second outline. But it may be omitted in some 
of the more popular or provincial work (e g. Plate lvii). The first outline stains the paper, the 
second only when the priming is omitted; the colouring forms a thin skin on the surface of 
the paper, and readily flakes away when the paper is rubbed or bent, revealing the under- 
drawing beneath. 

It is noteworthy that the net result of these methods can be precisely summarized in words used 
to describe the Ajant3. frescoes : 

' The technique adopted, with perhaps some few exceptions, is a bold, red line-drawing. . . 
Sometimes nothing else is left. This drawii^ gives all the essentials with force or delicacy as may be 
required, and with knowledge and intention. Next comes a thinnish terra-verde monochrome, showing 
some of the red through it ; then the local colour ; then a strengthening of the outlines with blacks 
and browns, giving great decision, but also a certain flatness , last a little shading if necessary. . . . 
Nearly all the painting has for its foundation definite outlines.’ * 

We now see clearly what is the ancestry of Rajput painting. A vigorous archaic outline is the 
basis of its language. Uncompromising as the golden rule of art and life desired by Blake, sensitive, 
reticent, and tender, it perfectly reflects the self-control and sweet serenity of In^n life, and the 
definite theocratic and aristocratic organization of Indian society. It lends itself to the utterance 
of serene passion and the expression of unmixed emotions. But such an outline is not only Indian ; 
it leads us back not merely straight to Ajanfa,* but in its affinities, if not also in historical descent, to 
Early Asiatic and Aegean. It is paralleled in Egypt, in pre-Hellenic and Mykeneaii drawing, and in 
Assyrian sculpture. This Rajput art, is, in effect, the last phase of a now long-lost style, a style that 
rises up before us, and awakens in us, as Okakura suggests, an ineffaceable regret.^ It is an art nearly 


^ Examples from sncb senes are illustrated on Plates 
XYi-txnr, 1 X0^ ixm. 

* MeAenal Smhalae Ari, pp. 43 > 319 and Plate 1. 

* C J. Herirngbaoi, ‘Bwlmgton Magasme', June, 1910, 
and Qutdi-Sook, FestmA e/En^trt, Indian Court, 191X. 

* Vmceat Smith ifltstoiy of Fm Art tfi ladta a/ut 

p. 307) suggests plausibly that TSmA&a’s 'School 
of the AsaaxxA West' ons^nated in BljpuO&a during the 7th 
centujyii and became the nuxB of die earliest Buddhist art in 


Nepal In this viev I entirely concur, and voold add that 
as everywhere Buddhist art became gradually EOmdQ, so m 
RSjputSna itsdif, die later IBndil sdiools are diiecdy de- 
scended from old Buddldst art such as we aee at A.jBn1% and 
the proof of this appears m the stylistic characters of the 
surviving RSjpot paintings, for which we could rafcr an ancient 
and mural ancestry, even bad we no other than internal 
evidence aa our source of information. 

* Ohaknra Eaknzo, I^ak tf fht Foot, ed. a, p. 33. 
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fdated to that wonderful school of folk-drama — theySirSs of Bengal and the rSsas of Upper India — 
that ‘ without scenery, without the artistic display of costumes, could arouse emotions which nowadays 
we scarcely experience’.^ It is not a new discovery, but descends from very early Asiatic 
sources. 

lUjput painting is not an isolated example of Indian Prakrit art Most closely related to it 
in subject-matter and style are the beautiful paintings sometimes met with on Orissan Vai§nava book- 
covers , ‘ and probably these ought to be definitely classed as an Eastern phase of the Rajput school. 
South of Rljputana we have the interesting GujarSH school of Jaina hieratic art‘ represented in the 
15th and 1 6th century illustrated manuscripts and occasional paintings on cotton : this is a * secondary 
Prakrit ’ art, descended like Rajput painting from the old tradition, but without change of subject or 
fresh inspiration. Parallel with Jaina painting is mediaeval Nepalese, and Western Tibetan, which we 
can trace back to the iith century, and onwards to the present day, and also the mediaeval Buddhist 
painting of Ceylon,* which is best known to us in 18th century examples, though it is not yet extinct 

It may also be noted that Indian religious and poetical literature of all periods, both Sanskrit and 
vernacular, contains incidental r^erences to paintings, airehiSlOs, &&, sufficient by themselves to prove 
the continuity of the art, were it in any doubt. 

It is thus perfectly evident that although painting has not remained, and perhaps never was — 
as were poetry and music: — among the most universal of Indian arts, nevertheless the old Indian 
scffiool has survived in considerable vigour almost to the present day; and it is only now finally 
disappearing wherever Western influences are most felt.'’ 

It is no longer necessary to argue the distinction of Rajput from Mughal painting ; for every 
addition to our knowledge makes it only more evident that there could scarcely exist two contemporary 
schools more diverse in temper. That the few Rijput paintings which formerly came to light were 
confused with Mughal or ‘Indo-Persian’ works was due partly to their comparative rarity, partly 
to the fact that the two schools are nearly contemporary, partly to the fiict that a majority of works in 
both cases are portfolio pictures of moderate size, and finally to the fact that certain Rsjput paintings 
show some traces of Mug^ influence, while on the other hand many Mughal works are based 
directly on Rijput originals.” 

It may, nevertheless, be convenient to resume here the broad distinctions of Rijput from 
Mughal.’' 

Mughal art is one of miniature painting, as Persian is an art of illumination. In the rare cases 
where Mugjial work is executed on palace walls it has the character of miniature enlarged. Mugjial 
art is at home in the portfolios of princely connoisseurs, but the Hindu paintings have stepped from 
the walls of shrines and palaces and public buildings, where their traces linger still. Mugjial art 


1 Dmesh Cbaadia Sen, StsioTy of SmgSR Language and 
LtkraHtre, p. 730 

* Dinesh Chandra Sen,£)f.n/ (fining pp. aao, 224, 528, 
not the frontispiece, which is qute modem). 

* Notes m Jatna Art, ‘Journal of Indian Art’, July, 1914. 

* Medtaeval Sinhalese Art, pp 164 ff. and Plates i, xir-m. 
' The new Bengali school of pamtmg, in so fir as it is 

a revival, is based more on Mugbal than on Kajpntinspnntion. 

' Three-fourths of the Mu^^ painters were Hindils, 
that IS to say, RSjput pamters attracted by Muj^ patronage. 
That the Mujjisls were not unaware of the quahnes of Indian, 
as distinct from Persian art, appears from the remark of Abul 
FazI, who, after refemng to the Peraan painters at Akbar's 
court, remarks of the HmdOs ‘Their pictures surpass our 
conception of things. Few indeed in die whole world are 
equal to them.* 

^ Mugjial art is w^ represented in Engbdi and other 
European collections, and many examples have been published. 
At the British Museum, MS. Add. x88ox is ^ical fir 
portraiture, and there is a splendid fragment of a Tainmna 


dynastic group in the Pnnt Room At South Kensington 
the r6th century illustrations to the Romance of Amir 
Hamzah are of high mterest. At the India Office are 
several albums, mcluding one that formerly belonged to DsiS 
Shukoh. At the Bodleian there ate many examples, especially 
m MSS. Onseley Add. 166, 167, 173, and 171; the latter 
contams the ‘Dying Man’, perhaps the finest Mng^al work ex- 
tant, as well as the ‘ Haram Scene’ here repioduced on Plate xx 
There are unpoitant collections abroad and in Amenca (Boston). 
Of Indian collections may be mentioned that of the Calcutta Art 
Gallery firmed Mr. Havell; the collections of the Tagores, 
BSbn SitSrihn lAl, fie MahStSja of Benares, fie Museum at 
Delhi, and my own collection (at present m Eng^nd). 

Published eimmples will be found m Martin, The Mwsaiurt 
Pasnttrs of Persia, India, emd Havell, Xndtan Seu^ 

lure and Pamtmg (1908) , Saire, Du Amstdbmg von Ldetsier- 
aerimtiatiammedantscher Kmst, Munchen, 1910 (1912); and 
m magazines such as fie ‘Onentaluches Ardnv', ‘Burluigton 
Mi^zme’, ‘ 1 ,’Art ddooratif’, and ‘Journal of Indian Art’. 
Also m my two voInmeB of /»<&»> Dnemgs (19x0, 19x2). 
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is secular, intent upon the present moment, and profoundly interested in individuality. It is not an 
idealization of life, W a refined and accomplished representation of a very magnificent phase of it It 
is dramatic rather than static; young, fond of experiment, and ready to assimilate. It is splendid 
and attractive, but it rarely touches the deep springs of life. Its greatest successes are achieved 
in portraiture,^ and in the representation of courtly pomp and pageantry. All its themes are worldly, 
and though sheer intensity of observation — ^passionate delineation — sometimes raises individual works, 
such as the ‘ Dying Man’ of Bodleian MS. Ouseley, Add. 171, fol. 12,® to the highest possible rank, 
yet the subject matter of Mughal art, as such, is of purely aristocratic interest : while that of the 
Rajput painters is universal. The distinction of Mughal from Rajput painting is indeed nowhere 
more apparent than in the fact that the former is aristocratic and professional, while the latter is 
at once hieratic and popular, and often essentially mystic in its suggestion of the infinite significance of 
the most homely events. Mughal courtiers would not have been interested in an art about herdsmen 
and milkmaids, nor Vai§navas in pictures of elephant fights. The fact that Mughal art is essentially 
a product of court patronage explains why it could not outlast the period of Mug h al supremacy: 
it begins with Akbar (a.d. 1556 to 1606), and is practically finished with the death of Auraggzeb 
in 1 706. Nothing survives of it but the modern Delhi miniatures on ivory, the work of tradesmen 
catering for tourists. These are of no interest to the man of the bazaar; in Hindu shops 
and houses you will find, not the portraits of the great Mugjials, but mythological pictures 
that are either crude survivals of Rajput tradition, or German oleographs after genuine earlier 
drawings.® I need not refer to the pseudo-Indian art of Ravi Varma. 

The academic character of Mugjial painting also appears in the fact that the painters’ names 
are often known, and their pictures signed. There is, too, a very definitely and rapidly moving 
stylistic development, a rise and decline, of which the crisis occupies less than fifty years. It is thus 
possible to make of the study of Mugjial art an affair of names and dates, after the approved European 
fashion. This will never be possible with Rajput art, which, like all ancient Indian art, is typically 
anonymous and conservative. Mughal art, however magnificent its brief achievement, was but an 
episode in the long history of Indian painting . Rajput painting, with the other Prakrit arts, belongs 
to the main stream. 

No separate work on Rajput painting has yet been published, and no contributions to its study 
have been made by other investigators , this is, therefore, a pioneer work, and as such may fairly 
claim the indulgence of later students, who will discover many errors of commission and omission. 
The justification of the historian of art is to be found in his ability to bring the reader into contact 
with his theme, and I have attempted no more than this. The student of European and Antique art 
is accustomed to an elaborate apparatus of names and dates, while he takes the subject-matter for 
granted. Here, for many reasons, I have followed an opposite course. It would not be possible 
with the information at present available to write a detailed history after the catalogue manner, and in 
any case the connexion of the art with the sources of its inspiration is far more important On the 
other hand, the subject-matter of Rajput painting is unfamiliar to most European, and to many 
English-speaking Indian students of the present day ; and while it is true that aesthetic beauty does 


^ The Rajpnt pointers also made some excellent portraits, 
but this 18 an mcidental a^ect of their art. And even in 
portraiture there is a distinction : the Mugh^ draughtsman tells 
yon very handsomely just 'what such and such a man uras like, 
the RSjput shapes the hkeness to a preconceived ideal. It 
may be noted that realistic portraituie is foreign to truly 
Asiatic art: it reached India through Samarkand, and is 
ultimately of European origin, pm:baps in the last resort, 
Eii{^ 

® Reproduced, ‘Budiugton Magasine’, Apn], ipig. 

' It IS pathetic to reflect that Gennan tradesmen vrece the 
first ‘disooveteis' ofRajputpamting. 

That Rajput paintiugs have been enbrdy overlooked by 
Anglo-Indiaa writers may perhaps he explained by fbe remark 


of B H. Baden-Fovell. 'In a country like this we must not 
expect to find anytbmg that appeals to mmd or to deep feeling ’ 
{Panjah Mam/achtres, 187a, U. m). This is the normal 
standpoint of die Anglo-Indian writer : Fergusson, for example, 
lays it down that * it cannot^ of course, be iat one momeat 
contended that India evei reached the mtellectual supiemaqr 
of Greece or the moral greatness of Rome'. Whetha: or 
not these are true judgements may be left to time to decide; 
here I only call attention to the, to say the least of it, un- 
saentific attitude imphed in the woids not ixptcf, 

and 'it Ciinnot, of count, for one moment he contended'. 
On this principle, the only object of research would be to 
confirm our a pnm judgements I 
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not depend direcdy on the subject of a work — and expert critics may be content to look for aesthetic 
qualities alone, without asking what these works are about — ^nevertheless such beauty as they have 
has only arisen from the necessity which has been felt to express their subject-matter. Rajput 
painters, like all other Primitives, aimed at giving clear and edifying expression to certain intuitions 
which every one desired should be thus clearly and frequently expressed ; they did not aim at making 
beautiful pictures. Notwithstanding that Indian aesthetic affords an excellent basis for the criticism 
of paintings,^ these paintings in actual life were not regarded from the standpoint of the connoisseur, 
habitual to the modern collector ; they formed a part of popular religion, in just the same way as the 
sculptures or the painted windows of a Gothic church. We need not, then, disdain to study in some 
detail * the subject-matter of Rajput painting, since all the virtue it possesses arose from the painters’ 
passionate belief in the grandeur of their ihemes. At the same time, I do not wish to introduce 
any confusion of edification and art, and, as to this, the reader can judge for himself ; while, on the 
other hand, it is evident that a positive lack of sympathy with Hindu thought must seriously handicap 
any student of Hindu art. 

Finally, it may be observed that it is perfectly legitimate to consider works of art from 
other than aesthetic standpoints, if we are quite clear that in so doing we are not contributing 
to aesthetic criticism. The Rajput drawings provide the Indianist with an encyclopedia of 
information on customs, costumes, architecture, and above all, religion; and they are well 
deserving of study from these standpoints alone. On many matters they are our only source of 
information. In especial, no study of Vai$navism and ^aivism can be complete without reference 
to the paintings, in which these systems are set forth as logically and as deliberately as in the 
corresponding literature. 

There is also the question of technique. It is to be feared that the details of the Rsjpul painters’ 
methods have been lost, though it is hardly to be doubted that a good deal could still be recovered ; 
in any case, the quality of their colour and the brilliancy of their brush-work must always remain an 
inspiration to those who make research of accomplished craftsmanship. 

Many will be drawn to Rajput art as much by sympathetic and ethical, as by aesthetic considera- 
tions. Such paintings must always intimately appeal to those who are already attracted by Indian 
life and thought, and above all to those who realize that they form the last visual records of an order 
that is rapidly passing away, never to return. In any case, their is unique : what Chinese art 
achieved for landscape, is here accomplished for human love. Here if never and nowhere else in the 
world, the Western Gates are opened wide. The arms of lovers are about each otheris necks, eye 
meets eye, the whispering sai/ils speak of nothing else but the course of Krishna’s courtship, the very 
animals are spell-bound by the sound of Krishna’s flute, and the elements stand still to hear the 
ri^as and r&gints. This art is only concerned with the realities of life ; above all, with passionate 
love-service, conceived as the means and symbol of all Union If Rajput art at first sight appears to 
lack the material charm of Persian pastorals, or the historic significance of Mughal portraiture, 
it more than compensates in tenderness and depth of feeling, in gravity and reverence. Rajput art 
creates a magic world where all men are heroic, all women are beautiful and passionate and shy, 
beasts both wild and tame are the friends of man, and trees and flowers are consdous of the footsteps 
of the Bridegroom as he passes by. This magic world is not unreal or fandfiil, but a world of 
ima^nation and eternity, visible to all who do not refuse to see with the transfiguring eyes 
of love. 

Rajput art, however, is not always lyrical and tender, but dealing with certain subjects from the 


* See Sind^ Vuw ofAri, 'The Quest’, Apnl, 1915, 
and TkaiBetaiiy ts a iS'jSit/e, ‘Bmlmgton Magazine’, Apnl, 1915. 

‘ Really veiy bnefiy. To embrace fully tiie subject* 
matter of lUljput paintings requites a wide range of leading. 
The loUowing works available to English readers may be 
mentioned: 

The trans. M, N. Dutt, Calcutta, 1891 ; The 

trans. P. C Ray, Calcutta, 1893-6; the Gas 
Gmnda, trans. Arnold {Tndun Paky ) ; Mirhttf^a PvrStfo, 


trans H. N. Dutt, Calcutta, 189^ ; the Prma Sago’o, trans. 
Pincott, London, 1897 ; Vt^apaft, ttans. Coomaraswamy and 
Sen, Iiondon, 19 x 5 ; (hu ffunirti Poms of JSMlir, trans. 
Tagore and UndeihiU, London, 1914 , Bhandarkar, Fmjpa- 
msm, J§<tt9tsm, Strassburg, 19x3; Coomaraswamy and 
Nivedita, Alytlis of the Emius and JBudihtsfs, Lmioa, X 913 , 
D. C Sen, Peiigali Lof^gugge ami Ltitrtdurt, Calcutta, 1910 ; 
(Pierson, 7^ S(Miy& of BthBrit Calcattii» I8g6; Avalon, 
Pnnafies of Tmfra, London, 1914 . 
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epics, such as the Death of Bktsma, or the MahS&kSraia Gambling Seene—m representing Bhisma 
upon the bed of arrows, ‘like a fire about to go out', or in representing the five Paijdavas staring 
each at the other, while Duh^Ssana seeks to tear the clothes from the body of Draupadi, ‘ whom 
scarcely the sun had seen, nor winds kissed', so had she been guarded from curious eyes— dealing 
with such problems it attains to a dignity and grandeur not surpassed in any epic painting in the 
world. Nor is the Rajput painting merely concerned with Vaijnava theology : it is also Saiva and 
l^akta. The representations of ^iva and Parvati are indeed often tender and homely ; they wander 
like any lovers through the Himalayan forests, accompanied by Durga’s tiger or Siva's bull, and 
often with their children Karttikeya and Gane^a. But again we find them dancing in the burial 
ground, or Parvati seated with Mahadeva, stringing for him a garland of the heads of the Brahmas of 
successive aeons — as a girl might thread a daisy-chain. It is Devi who fights the battles of the deoas 
against the asuras, and slays the demon-bull Mahisa, over whom she stands like a terrible Minerva ; 
or in the form of Kali she laps up the asuras in myriads with her fiery tongue ; * and she is the death 
of kings, time all-devouring, sparing none * And yet she is the loving mother of men, and the devoted 
servant of her lord, the pattern of a Hindu wife, and cries to him that she desires not Paradise itself, 

‘ if thou art not satisfied with me • ’ 

Finally, the Rajput paintings comprise a certain element of portraiture; and here also, though 
this portraiture is but a small part of the whole art, the characterization is heroic and epic, very rarely 
so meticulously representative or so courtier-like as Mughal. 

We shall also find a group of pictures, mainly late Pahari, illustrating romance and ballad. A 
very exquisite series of drawings illustrates the story of Nala and Damayanfi. A very frequent 
subject is drawn from the folk-tale of SohnI and Mahinval; it represents a girl swimming across 
a river at night, to visit her lover, a keeper of buffaloes. Several series of drawings have been made 
to illustrate the Hammlr Hath ; one of these, at Patyala, has in turn inspired a poet to create a new 
version of the ballad itself.* It is perhaps worth mentioning that I have never met with any old 
illustration to the PadumSvati,^ or to the Prithmraj RasM. 

In these paintings also are reflected all the Hmdu woman-ideals, both physical and spiritual. 
The heroine’s eyes are large as any lotus flowers, her tresses fall in heavy plaits, her breasts are firm 
and high, her thighs are full and smooth, her hands like rosy flowers, her gait as dignified as 
any elephant’s, and her demeanour utterly demure. When Radha hears the messages of Krishna, 
the drawing recalls an Annunciation ; when she meets his eye, her own are dropped and veiled ; when 
she meets himself, the power of movement leaves her limbs, she stands ‘ like a painted picture', or 
a golden statue, and she knows the whole of life in one day. She is altogether human and feminine, 
and rails against her own gentleness, and bitterly complains of Krishna’s infidelities; but in the 
end she gives herself without reserve, and asks for nothing in return. 

The typical examples of Rajput painting, like every other expression of mystical intuition, have 
for us this lesson, that what we cannot discover at home and in familiar events, we cannot discover 
anywhere. The Holy Land is the land of our own experience. All is in all : and if beauty is not 
apparent to us in the well-known, we shall not find it in things that are strange and far-away. Typical 
of this sort is the painting of Krishna DudhMaii^ reproduced on Plate xlv ; this is a prophecy in 
every way as dear as Kabir’s, when he says : 

‘ I laugh when I hear that the fish in the water is thirsty ! 

You do not see that the Real is in your home, and you wander from forest to forest restlessly : 

Here is tiie truth ! Go where you will, to Benares or to MathurS ; if you do not find your soul, 
the world is unreal to you ... In the home is reality.’ 

Those that represented the Krishna Ltl& understood the union of love and renundation in life, 
and the secret of limitless life in this world. It needs not to say, that just as village life afforded 
the suflident material for the imagery of the Knshm Llkl^ so in respect of the epics, whenlhese 

' Initan Drmings, u, Plates xvx, i and xm. ‘ There is, however, a comparatively modem maanscript 

* Plate inx. of the PadnmSvat! at the India Office (Sansknt Catalogue, 

* Vi 4 t ttfrOt p. £7. no. 247x1^ profusely illustrated. 
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CHAPTER I 


RAJASTHANI 

^The Rajput paintings may be classified in three ways . according to their subjects, their sources, 
or their age. To classify them according to subject, the easiest way, is not illuminating ; for although 
the Vai^nava inspiration predominates, yet I^jput art^ cannot be called sectarian in the sense that 
each class of matter is dealt wth in a separate way. To classify Rajput paintings on a geographical 
basis is also fairly easy, except in particular instances; 'but this method by itself could not exhibit the 
development^ The only classification which can properly do this is the classification by age, which 
should always be adopted in catalogues—supplemented, of course, by geographical and subject data. 
It is only an historical treatment that can represent the whole movement as a cycle, or enable us 
to speak of a rise, progress, and decline. In die present incomplete state of our knowledge (which 
is never likely to become exhaustive) it is most convenient to approach the matter at the same time 
from the historical and from the geographical standpoint ; and this will be no disadvantage, for the 
geographical treatment, like the study of dialects, throws considerable light on evolution. 

Rajput paintings may be broadly divided into two groups, the Rajasthani and the Pahlri, with 
possibly an Eastern extension to include the 17th century Orissan book-covers.^ The term Rajput 
is here practically equivalent to the ‘Indo-Aryan’ of ethnologists, which designation covers the 
Rajputs, Khattrls, and Jats of Rajputana, the FanjSlb, and the Western Himalayas, i. e all the old 
Hindu elements in North-Western India, east of the Indus. The term Rajasthani has the same 
geographical connotation as when used linguistically. But Pahari is used in the local Paftjabi sense, 
to mean belonging to the hills, from Jammu to Almora; which ''orresponds to in part, and to 

the Western, Pafutrt^ of the Linguistic Survey.® 

Rajasthani paintings are those works which have been executed In Rajputlna, from B&aner 
to the border of Gujarat, and from Jodhpur to Gwalior and Ujjain. We either know, or may infer 
that the great centres of Rajasthani painting have been Jaipur, Orcha, and Bikaner, and presumably 
Udaipur and Ujjain; possibly also Mathura at an earlier date./ It was once a matter of course th^.^ 
every luja had his court painters, as well as court musicians, dancers, and, of course, the poets and 
pandits. It has been pointed out that Rajasthan, or Rajputana, for more than a thousand years 
continuously in the possession of the Rajput clans, is one of the most conservative areas of India. 
The great majority of the people are still Hindus, ‘whose caste customs and prejudices have tended 
to differentiate them from their Muhammadan neighbours, and to preserve, with the utmost tenacity, 
their ancient beliefs and practices’. Further, ‘the inaccessibility and remoteness from the seat of 
empire of many parts of this laige tract of country, have stroi^ly confirmed local prejudices, especially 


‘ These are no^ as I once suggested, of a Draviiliaa 
type, but closely connected with BSjput art. Fine examples 
are reprodnced m Dmesh Chandra Sen's Hutoty of JBengSB 
langSiage and Ztterafun, 1911, &cing pp aso, 2S4, £38 (the 
Frontispiece is of course modem, and of no ment); and in 
the same anthoi's J^cal Sehcbm from Old JSengSS leieror 
lure, Plates w, xm. The art of these ryth centuiy book- 


covers of Vaisnava MSS. is almost beyond praise, and quite 
compaiaRe with that of the early BEfasthM rigt^. Glimpses 
such as this afibrd an idea of aU that must have been lost. 

' Cf Gau/ber of hvku, 1, pp. 393, 33a, 367, 

and especially 368 ; also the RSjasthM, Pahjlbl, and Western 


to. 
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as regards dress and ornament, and, in such matters as fashion, have increased the power of resistance 
of the people to outside influences. ... In Rajputana we find even now in power the representatives 
of the oldest families in India, and most of them rule in or near the places which were conquered by 
their ancestors, many centuries ago.’ The same writer nevertheless adds, ‘ I have been disappointed 
in not finding very ancient examples of art of any kind, even amongst the treasures of old Rajput 
families * 

This must not be taken to prove that important and ancient paintings may never be found. It 

is, however, perfectly true, and for a variety of reasons, that apart from architecture and sculpture, 
it is extremely rare to meet with examples of any sort of Indian art older than the 17th century. 
When a fiimily prospered, it was the tendency to renew the family possessions, and to patronize and 
enjoy the art and craftsmanship of the day, older treasures being discarded. On the other hand, 
if the family fell into poor circumstances, its possessions were sold or lost. 

Many valuable treasures have likewise been lost or destroyed in the course of the constant internal 
warfare which marks the history of Rajasthan. Even in the case of manuscripts it is very rare to 
meet with copies of Hindi works made before the i6th century.® Yet, since illustrated Jaina books 
of the early 15th century are known, it may well be that fresh discoveries of older Rajasthani paintings 
may also be made. Of examples available to the present writer, none can be claimed as older than 
the series of twenty-three rSgmts from which four examples are reproduced on Plates i-ni (the full 
number should be thirty-six). These are the nearest that we have to the unknown primitives of 
Rajput painting. There is not as yet the least tendency to treat the ragints as pictorial material ; the 
painter is occupied entirely with expression. I do not say that these works are absolutely better than ^ 
certain others of a later period, such as the Krishna Dvdhddarl of Plate xlv (to take only one of 
several Pahari examples) ; but the excellence of the later Pahari works depends very largely on the 
genius of individual pmnters, and they occur amidst a mass of commonplace production. As 1 take 

it, the twenty-three ragints proceed from a period of general achievement when not merely individual 
artists, but the majority of painter-craftsmen, attained to a relatively high standard of creative art, 
and all to high accomplishment. In any case these ragitpXs take us back nearer to such a period than 
any other works of Rajput art with which I am acquainted. 

> They form a series in many respects unique in its combination of impeccable draughtsmanship 
and constant invention with savage vitality and strange formulae. A characteristic feature is the 
representation of floating drapery, and of flesh or of mioured garments clearly seen through coats or 
skirts of perfectly transparent muslin, yellow-<Ji* white. A special peculiarity, apparent in no later 
Rajput works, IS the representation qpihatiow across the armpits wherever the upper part of a male 
figure is covered only by transparent muslin (see Plate i). I mention this, because it is a feature that 
reappears, together with a predilection for effects of colour seen thfbugh muslin, in Mughal portraits 
of the school of Akbar and Jahaggir, an excellent example being the portrait® of Man Siqgh in 
■Ri^’tish Museum MS. Add. 18801 (Man Siggh’s costume is practically identical with that of several 
ifiale figures amongst the twenty-three pictures of rcginXs). 

A typical motif in Rajput art is the water and lotus foreground which constantly reappears in 
this series, and in other works, both Rajasthani and PahSri. The tree types, however, are very 
peculiar, and occur nowhere else, with exception of one picture in the same style obtained from 
Jaipur. The borders of the rSginl pictures are pink, with yellow bands above and below, and the 
subject often overlaps the border. The horizons are high, but leave room for a band of dark sky,* 

Intcoductioii.) What applies to hteraiy works 
must be even more true of paintings. 

* Published by me m the 'Onentalisches Arcihiv’, ui. i, 

Figure I a. Cf. also my porbait of Mahk *Ambar m the same 
journal. Figure iij and agam, a portrait reproduced by 
Havell, Initm Seu^iure and PoMimgt FI. uc. ^ 

* It is an old convention of Indian poetry and painting 
that the sky is dark. In old Indian usage, and geneMy, the 
word tSlam means blne-Uacfc, indigo: true si^-blue (dnaditi) 


^ T H. Hendley, ‘Jo™*®! of Indian Art’, vol. su, 
pp. 17, 19. 

® As justly remarked by Tod: ‘After eig^t centuries of 


language of the Hindus; after almost every cigiital dty had 
been repeatedly stormed and sacked by barbarous, bigoted, 
and exasperated foes; it is too much to ei^ect that the 
litantnre of the country diodd not have sustained, in common 
with other important mterests, irretrUfvable losses.' {Ameib 
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passing into a strip of ragged cloud at the upper maigin ; sometimes there are also represented snaky 
red gold lightning and falling rain, recalling the BikSner wall decoration reproduced on Plate viij/* 

The architecture is of an unique and ancient type, antedating most of the R§jput civil building 
now extant, and on the whole of a simple character ; the interiors are coloured plain red or green, the 
walls are without decoration. The colouring is extremely rich, and much play is made with notes of 
black, particularly in the form of tassels ; the use of gold and silver is very restricted. 

It will be seen subsequendy that many of these peculiarities connect these works very closely 
with those of Jammu.^ The significance of this will be clearly expressed if we point out that the 
mannerisms of Rajasthani and Hill Rajput painting cannot have been much differentiated previously to 
the consolidation of the Mughal Empire, which divided the Rajputs of RSjasthan from those of the 
hills by the wide strip of the Pafijab plains, where now runs the railway from Delhi to Lahore. The 
local peculiarity of the i8th century KSggrS style is to be explained as a post-Mughal local develop- 
ment, while the common and archaic features of Jammu and early Rajasthani paintings point to iheir 
early date, when free intercourse between the Rajputs of Rajasthan and of the Hills was not yet 
interrupted. 

The subject of night scenes may also be referred to here, as a good example occurs amongst the 
twenty-three ragi^ts (Plate i). The representation of such scenes, where brightiy illuminated figures 
are set against a dark background is most likely a very old motif in Indian art, for some such 
indications are essential to the representation of certain n&yakSs {UtkS^ and AbkisSrika) and certain 
ragints] and such representations are vividly suggested in the visual character of many of the 
poetical descriptions. Mughal painters, on ihe other hand — ^possibly affected by European sug- 
gestions — developed night scenes in a more picturesque and realistic manner, often representing 
firelight and cast shadow;* and this method again reacted on the later schools of Rajput painting, 
as exemplified in Plate lxx, b. 

Another beautiful work of the latter part of the i6th century is the Gmrakari R^nt, reproduced 
on Plate iv. Many of the same motifs are repeated, but the conventions are less violent and the 
drawing more refined. This work is closely related to the two rSgiii^ reproduced on Plates v and vi, 
and these again with all those of the British Museum MS. Or. 2821, which may be as late as the 
middle of the 17th century. They seem to form a local group, but there is nothing to indicate their 
exact source. It may be mentioned that at this time Orcha, as well as Amber, was a great centre of 
Rajput culture and art patronage ; and the architecture in these pictures strongly recalls that of the 
early 17th century palaces at Orcha and Datiya. In all these works the architecture is represented 
with unusual care, paralleled only in some of the later Kaggfa works, where, however, it is of a very 
different and more feminine character. ** 

Two other Rajasthani works of the late i6th century are reproduced: the delicate fragment of 
Plate xvii, A, too mudi dams^ed for much remark ; and the larger example of Plate vii, a fine work 
of a hieratic character. 

Rajput mural painting of the early 1 7th century is preserved in the old palace at Bikaner, but I 
am not able to reproduce anything more than the excerpt given on Plate vin ; this is a copy admirably 
executed for me by a modem Bikaner craftsman, commissioned by the Maharaja. This is a remarkable 


only appears in the later Fahai! paintings, and this w<nd 
astiUlm occois in association Mirith othei colour-names of 
Persian ongm. The narrow stnp of dail; sky filled with 
ragged dond is characteristic of RijasthSn! and PalOif works 
alike, and may be regarded as ati^aic, for it occurs also in 
Jaina art of the igth century (iVh/u on Jama Art, ‘ Journal of 
Indian Art’, Oct 1914, Figures i, 7 , rg, 39, &c.; also Plate 
ucxvn,D, of the present work), and in C^lon {Mitbaeoal 
Stniakse Art, Plate m). 

Ot would be difficult to prove absolutely that these 
may not actually be of Jammu But the 

presumption is aigainst any such attnbqtion ; thus, there is 
no TSkii script ; the picttures were bought In Delhi, whae 


PahSti woihs are practically unknown, and I have another m 
the same manner brought direct from Jaipur, they lesemble 
British Museum MS. Or. aSax m several respects, and that 
work IS almost certainly of RajasthSni ongm. To this 1 may 
add my strong subjective impression of their RajasthSni source ; 
for in the course of handhng attentively many thousand pictures 
of any school the student inevitably acquires a certain power 
of accurate judgement which it may not always be possible to 
account for by logical reasons. 

* Havell, Inium SaA^iHtn and Pam&ig, Plates vet, 
irXn; Coomaraswmy, SdeeUd JSxamples of Inium. Art, 
Plate V. 
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representation ; but notwithstanding its more or less Chinese appearance, it differs from the clouds 
and lightning of the picture reproduced on Plate rv only in the stronger convention appropriate 
to mural art ; there also the lightning is a red and gold snake. The falling rain is also repeated 
in many other works, conspicuously, for example, in the late KaggrI example of Plate LViii. The 
lightning of most of the late KaggtS paintings (Plates LVin, lxxi, b, Lxxni, a) is, however, much more 
realistic, and so with the clouds (Plate lv). 

The suggestion of Far-Eastem art in the Bikaner mural fragment is one that occasionally 
becomes conspicuous in I^jasthanf art,^ particularly at Bikaner, where true Chinese clouds are 
painted on the lacquered shields, and at Udaipur, where the wall-painting of the island palaces, 
perhaps by an i8th century hand, evidently repeats a Chinese model. Amongst Pahari drawings, 
also, one occasionally meets with a copy of some Chinese motif. The Chinese element in Rajput 
art, however, is purely sporadic, and cannot be traced as an integral factor, as it became in Persian 
painting, and to a smaller extent also in Mughal. In Rajput art I am inclined to trace the Chinese 
motifs to the sea-borne commerce. There has long existed an extensive importation of Chinese 
embroidery into GujarSt, and this is still continued, while fragments of Chinese embroidery several 
centuries old are often to be met with in Western India, associated with purely Indian work. 

The most familiar Rajasthani painting is that of Jaipur in the i8th century.® Its most 
impressive examples are the large cartoons represented on Plates rx and x, which are selected from 
a number of the working drawings (mostly pricked for reproduction by pouncing) designed for two 
large paintings on doth now preserved in the library of the MahSraja of Jaipur, and probably 
executed in the latter part of the i8th century. In these works, and another large picture reproduced 
on Plate xi, we see the persistence of ancient art, not merely in a miniature adaptation, but on its 
true scale.® These large works are in the purest idiom of Hindu art, handed down from century 
to century, with a certainty and loyalty which is only paralleled in the transmission of the sacred 
texts. We wonder at the persistence of tradition in the art of Egypt ; it is scarcely less remarkable 
that the Hindus, through centuries of religious evolution and of warfare should have been able to 
preserve almost to our own time so much of the grandeur that belongs to the art of the period of 
their supreme achievement * These works alone are suffident proof of the authentic and autochthonous 
character of Rajput painting 

These works are an immediate expression of the Hindu view of life. Here is that distinct, 
sharp and wiry bounding line which Blake, most Indian of modern Western minds, regarded as the 
golden rule of art and life. A line so deliberate, so self-confident, so full of wonder at the beauty 
of the world, especially the beauty of women, and at the same time so austere, could not be a sudden 
achievement, nor depend on the brilliance of a single personality. It is the product of a whole 
civilization, and of aristocratic traditions protected by hieratic sanctions. In this work there is no 
room for cleverness, too haughty to admire ingenuity, too distinguished to affect a calligraphic 
elegance, or to feel the smallest interest in any attempt to create an illusion of modelling, it is an art 
both proud and passionate and very reserved. It is sometimes said that the Indians have left no 
history ; but what else than history is any work of traditional art ? Of such art we can at least 
say that it is not a product of chance, but is determined by antecedent racial karma, and cannot 


* These Chinese motifs are referred to by Sir Creorge 
Watt, Ittdum. Art aiDeUJu, 1904, pp. 170, 180, ftc. 

* This art continued to floonsb durmg the 19th century, 
and is scarcely yet exdngnished, notwithstanding that pupils 
m the local ‘Sdiool of Art' may now be seen labmiioiuly 
stndymg from mural diagrams of English frirm animals. 

* See also Indtau. Draadugs, ii, Plates i-v, and the 
'Budlngton Magazine', March, 191a, Plate w. Very slightly 
Mnghahzed versions of this type also occur ; an example from 
Bodleian MS. Onseley Add. idy, £ a is reprodnced in I«dM» 
JDrawmft, 1, PL xr. See also Eate xx of the present work 
(small m scale, but like in physiognomy). 

* ‘Asiu been called the made at mankind. What 


confirms this title of honour is that the old civilizations m the 
heart of Asia, with wonderfhl self-reliance, have remamed tme 
to a pninitive art which is Imear, decorative, and founded in 
handicraft We Westerns have greatly pnded ourselves on 
a "progress" from stiff and primitve art to an art of realism; 
we have weanly pursued nature; and to-day we are &ce to 
free with an aesthetic bankruptcy which regards a Bockhn 
or a Khnger’ — as who should say, the type of the Royal 
Academy — 'as rather to be approved than condemned. And 
laborioi^y we are fedmg our way badt to those sotSbes of 
art from which the more fortunate Asiatics have scarcely 
departed.’ H. Eheber, J 3 w Mmaiuren dts fruJun MttidaJiert, 
Munchen, 191a, p, ya. 
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be detached from the life it expresses. These drawings answer for us a whole series of questions 
as to what manner of men so spoke and what manner of life they sought to praise. From these 
heads, so serene, so confidently poised, from these sensitive expressive hands, these white and gold 
and coloured muslins we can reconstruct, as it were from the buried fiagments of an ancient textile, 
the whole pattern of the Rajput civilization — ^simple, aristocratic, generous, and self-sufficient. No 
other evidence than this is needed to establish the magnificence of that old Hindu world that is 
vanishing before our eyes at the present day in a tornado of education and reform. 

It will be noticed that most of these cartoons are pricked, and have been used as stencils. The 
same is true of very many of the smaller drawings, which in this way have been multiplied again 
and again. We may well say of Rajput art that ‘ there are a thousand proofs that the old masters 
. . . executed their frescoes from cartoons and their little easel pictures from more or less finished 
drawings’. (Ingres.) 

The smaller examples of i8th century Jaipur painting, which are much more abundant, are well 
represented by the four rSgi^ts reproduced on Plates xii and xiii.^ This is a very polished and very 
charming art, delicate and jewelled, but it will be found a little hard when compared with the r&gii^ 
of Plate IV, and something lacking in passion when compared with those of Plates i-m. The great 
formality of some of these late Jaipur ragiigis (e. g. Plate xiii, a) has its own charm , even the goldfish 
swimming round the little fountains are careful to arrange themselves in patterns. A conspicuous 
feature is the strongly zigzagged margin of the water, which is characteristic of Rsjput art throughout.* 
It will be noticed that the curious form of the padniOsana in Plate xii, a closely follows that already 
seen in Plate iv. The beautiful carpet of Plate xiii, b is delineated with the same care that is devoted 
to the flowery gardens; and these gardens tiiemselves, now walled, now water-side, show what 
attention — partly under Mughal influence — had been given to garden-planning. 

Another phase of i8th and 19th century Jaipur painting is represented by a considerable school 
of portraiture, varying from small black and white miniatures to coloured works nearly life size. The 
small drawings at any rate are clearly related to Mughal art, and copies of Mughal works are 
sometimes found. But the great majority are the likenesses of the Rljput Maharajas and of local 
worthies ; * they are clearly differentiated from Mughal works by a more monumental and idealistic 
treatment, and less relief. Occasional portraits are of admirable quality, but few attain such insight 
into character and personality as the best Mughal art reveals. But even the works that are formal 
and uninteresting as portraits are a storehouse of information on costume and jewellery. Most 
remarkable are the great white accordion-pleated skirts of rajas and courders, and some of the 
elaborate turbans, particularly the enormous erections of the rSjas of Jodhpur. Jaipur art of the 
19th century, apart from these portraits, is fairly abundant, in rather crude popular forms repre- 
senting the continuation of older traditions. The prevailing subjects are Vai§t;ava and musical. 
An excellent example is reproduced by Havell, Indian Sculpture and Pointing, Plate tiL 

I have already referred to the distinction of RSjput from Mughal painting, and t^e considerable 
dependence of the latter on the former. In a work on Mughal painting this dependence would require 
detailed discussion. Here I have reproduced only a very few examples of works that must be 
called Mughal, but m which the Rajput element — subject or convention — ^is predominant Thus the 
Krishnds Dance of Plate xvui, a,* an illustration to the Rasikapriyct of Ke^ava DSsa, dateable about 
A.D. 1600, while its subject-matter is entirely Hindu, and the cloud convention and other details are 
distinctively Rajput is nevertheless Mughal in draughtsmanship. Another Rajput subject (Plate xrx), 


> Other pictures m the same style are the Jodh BiU 
reproduced m my Stltcitd JExcmpks tf Itukan Art, Plate m, 
and % ' Girl returning ficom Worship which forms the first 
illustration m (translated by myself and Anm Sen, 

1916). 

* In many of the PaM{t works there will also be remarked 
a white foam-hoe at the wat^s edge (e.g. Plate xt.ym, b). This 
may be a veiy ancient motif in Indian paintisg, for it vmdly 
re<^ the beautifiil passage m the Bvidhamita of Afivaghofe 
(mi, ro^, where Nandabalfi, the daughter of the chief of the 


herdsmen, is described as weaiing a dark blue woollen cloth 
and a white shell armlet, ‘like the nver JamunS, with its dark 
blue water and its wreath of foam’. 

* Reproductions of these portraits are given in Zndtaa 
Draati^, li, Plates zde, and xz, t, 3; thne is a large 
senes m my own coUection, voL^tv, and there are a few m the 
Bntish Museum, and at South Kensington. 

* Properly, the Lahkb’hSvo (giacefiil posing) of the 
NSyaka: Rat^friyi, SiSva Lahatfo, v. 24. 
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Women Bathing (overlooked by a young man hidden in the trees) is treated to some extent in a 
Mughal manner, and the same applies to the Haram Scene of Plate xx. The Mughal treatment 
is a little more material and romantic, which finds expression in the more pronounced modelling 
and relief, and the use of mixed colours. This is seen also in the rSgiij^ of Plate xvii, b ; while the 
beautiful example of Plate xvni, b remains almost pure Rajput.^ 

All these are mentioned here as being closely related to typical Rajasthtm work of the 17th and 
1 8th centuries. Mughal art does not in the same way mould itself on 18th-century Pahati painting, 
for by that time true Mughal art was almost ended ; but a good deal of work was produced in the 
1 8th century, in Oudh and elsewhere, which may be called late Mughal, and has a mixed character, 
the subjects being very firequently purely Hindu, but represented chiefly for their picturesque 
qualities, and without reference to their meaning. This art, which I have not thought it necessary 
to discuss at length, is referred to by Mr. Vincent Smith (who does not mention Rajput painting 
proper) as ‘ Eighteenth Century Painting, chiefly mythological 


*■ Further examples of RSjput subjects made mto Mngfial 
pictnies are found m Plates i, t, vi of my Sdeckd Examples 
of Indum Art I should not now dassify these as Sljput, 
but as based on Rajput ongmals, the first, for example, on 
a Bhasrcxi RSgaa, Another RSjput subject rendered bj a 
Mug^ hand is the &vBa PUja bj Muhammad Fakhullah 
KhSn, reproduced b; Vincent Smith {Htsioty of Fm Art m 


India and Cg/Um, Plate cxxvm); this diould be compared 
with the first subject lepioduced m Vtdy&pati (trans A. E. 
Coomaraswamy and Arun Sen, 191$). All huge collections 
of Mughal pamtmgs mclude many rendenngs of Hmdfi sub* 
jects, with more or less of RSjput detail or convention. 

* JBuioiy of Fm Art tn India and Cg/lon, ch. v, 
section $ 
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Eleven other examples are here printed, traced from the originals, and these are provided with 
transliteration and translation. These texts show the Pafijabi genitive in dSL and rff, and also that the 
word bhsryy& (wife) is presented in the form bharaj^} I need not here enter into a discussion 
of the peculiarities of ihe Tskii character as written in the Pogr5 hills®; the chief importance of 
the matter, from our standpoint, apart from a desire to read the actual labels {a difficult matter 
in every case), lies in the fact that the common presence of these characteristic inscriptions confirms 

I 2 

iO 


Fiquri I Eleven tei.ts copied from Dogil pamtmgs tianshteration and explanation — 

I. K&ma Bhaaava 2. Cttra darasana, 'Looking at the Picture' {nSyalS and salii vnth a portrait of the nSj/olta) 
3 Ragm Gtgari IXpaXedt bh&rajS, 'RSgini Gujaii, vinfe of Dipak’ 4. R^a ShamarSucmda MalalmedS. pub Ot 'RSga 
BhamaiSnanda, son of Milkos’ 5 Mah& Laliamt, 'The Great Lakstni’. 6. Mian GianateSm, 'Mi3n Ghanas}3ma'.' 
) IndrajU 8. &n RSmocandra. 9. Vibhisam (the three last fiotn diavnngs of the RSmSjana senes, like Plate rur) 10 Sri 
Kisane kadha SudSnA iya, ‘ Sii Eiishna nses on the anival of SudSmS' (Plate xux). xi. SohatS Makati (an illustration to the 
well-known PafijSbi romance). 

the view otherwise held regarding the place of origin of the group of pictures now under discussion, 
a point whidi at first I found very difficult to determine.* 

Another isolated district is represented in ChambS., which maintained its independence, vwth 
a nominal allegiance to Kashmir, until the Mughal conquest; it became tributary to the Mughal 
Empire, but its internal administration was not interfered with, and it escaped Sikh aggression at 
a later period. ‘Whereas’, says Dr. Vogel, *in other and more exposed parts of India one dynasty 
was qmckly ousted by another, new creeds and customs came to supplant the old ones, and successive 

^ A fonn compaiable with s&raja, from sRiyya, has giudualljr become a caste-name for Hill RSjpots m 

2 , ^Siaifi and T^kri alphabets will be found in fiiU in the geneiaL’ V<^el, The Rdtpis of iht PanjSh JStSs, J.R AS. 

PoBjiH and Weslem PtMfi volumes of the Linguistic Survey 1908. 

of Tnd’a ■* CSiiefly because they were onginally descnbed to me 1^ 

* 'MiSn, i.e. Mi]^, is the btle given to the RajpQts of certain dealers as 'Tibati' pictures, a term whidt even now 

the FanjSb Hills It dales apparently back to the time when I do not understand; perhaps Tibet is regarded as extending 

the sons of hill duefs used to stay at the Mug^l court, and westward up to the PaSpb jdams. 

was, m It Kerns, onginally applied to them exdttsiTely It 

D 2 
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waves of foreign invasion swept away all remembrance of the past, Chamba, engirdled by her snow- 
clad mountain bamers, has, century after century, retained ancient traditions and institutions which 
are only now giving way to the irresistible onslaught of Western civilisation.’ ^ 

I r^et, however, that I cannot speak with authority about the painting of ChambS. It may 
be inferred from various considerations that it is intermediate in character between the Jammu Dogra 
styles and the more polished schools of Kaggra. A portrait in the Lahore Museum, in a manner 
closely resembling that of Plate xxxiv, a, is inscribed in Nagaii, C<mdev&leka vam. The portrait 
of Plate XXXIV, a, is inscribed R&J& Hataf Bandrdl^ indicating an ongin in Ramnagar, before Ranjit 
Siqgh dispossessed the Rajput chiefs of Bandmlta, of which Ramnagar was the capital. 






Figure 2. MalaUitH Ragita DhmSsrt S From a Jammu drawing of the 17th centuiy m the collection of 

Mr. W. Rothenstem. x |. 


Of Kulii I can say less , it is a valley even more remote, its culture even more local. All that 
1 have seen consists of certain photographs, bought in Sulfianpur (one with an undedphered inscription 
in Dogri or Kului), purporting to be copies of pictures of the late Kulu rajas : these are in the style 
of Plate XXXV, A. 


^ Vogel, AnitqmUa of Chaniba, 1911, p. 11. Figure ag 
of this monograph shows a poitrait pamter at work m the 
State KothI at Brahmor It is worth menbomng that the 
wood-cannsg on the ceiling of the Mirkula temple of KlF, 
Udaypur, Chambl (Vmceut Smith, Bxtmy of Fme Art tn 
JnAa and C^lon, Plate tm), is m a s^le related to that 
of the FahSjfi pamtmgs, and that the characteristic HmdG 
crown, so ccnnmon in the RSjput paintings, is found also 


m the carvmg ; the earhest estimate of its date is the 7th 
century, but it is probably much later. In any case, the 
representation of crowns m I^jput pamtmgs is a sniwival from 
early tune^ for the Rsjput princes raxdy wore crowns, evan 
in the i6th century. The representation of crowns also 
becomes much rarer m the later works of the ESlgg^ distnct, 
where there is a general tendency to the relaxation of older 
convmitions. 
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A splendid work in a nearly related style is reproduced on Plate xxvi, a representing Durga 
slaying an amra ; the goddess is seated on the side of a towering gloomy mountain, which stands 
out (in the original) against the deep red background, on which is silhouetted the figure of the demon, 
consumed in die flames of a bomb cast by the goddess. Such examples are even more dramatic 
than the best of the KSggpa paintings of DurgS-Mahisamardinl. 

Other examples of the school of Jammu are reproduced on Plates xxvi-xxxiii. Amongst the 
more conspicuous technical peculiarities of these works may be mentioned the very high horizon, 
leaving only the narrowest margin of sky, occupied by stormy cloud (Plates xxvi, xxvin). In night 
scenes there are also snaky flashes of crimson lightning, and drops of falling rain (Plate xxvn, b). 
The colouring is hot. Silver is used as well as gold. A remarkable feature is the occasional use 
of fragments of beeties’ wings to represent jewellery ; this is paralleled by the introduction of fragments 
of actual pearl in some of the later Rajasthani examples. The architecture is bold and massive 
(Plates XXI, xxix), and, so far as it can be correlated with Rajasthan! and Mughal, e^dendy of a 
1 6th and early 17th century character. Trees are represented by many extraordinary formulae; 
amongst the more recognizable varieties, the ‘weeping willow’ is characteristic (Plates xxxi, xxxn, b). 
Transparent floating drapery, a feature of the oldest Indian art, is here also conspicuous (Plate 
\xxii, a). Most of the pictures have red borders, on which a legend may be written in white; not 
infrequently a part of the picture projects across the border. 

The Jammu pictures are well and vigorously designed, often with a decorative simplicity very 
suggestive of large scale mural art (Plates xxvi, b, xxviii, b, xxix). In several examples there 
leappears that savage vitality which has been already remarked in the early Rajasthgn! 
but it is here associated with more exaggeration^ and with a stranger physical type (Plates xxx, 
xxxii, b) ; the peculiar sloping forehead and very large eyes are especially characteristic of some 
of the portraits (Plate xxxrv). Less often the conspicuous qualities are serenity and sweetness 
(Plate xxvi, b). The caricature reproduced on Plate xxxv, b is an extraordinary delineation of 
vacuous satisfaction, smug cunning, bombast, and attenuated pessimism ; although the matter of this 
work IS repulsive — ^for the Saints maligned were men of genius and piety — one cannot but concede 
its great ability, nor deny to it a place in the first rank of Pahail drawing. It rarely happens that 
a caricature of any age or country attains such caustic success.* 

The Jammu works include a fair number of portraits, of which examples are reproduced on 
Plates xxxiii-xxxv. These are often grand and simple in design (Plate xxxiii). The figure drawing, 
however, tends to the curious wildness already referred to , the eyes are often very large, and the 
pupil central, even when the eye is seen in profile , very generally associated with these peculiarities 
is a markedly receding forehead (Plates xxxrv, b, xxxv, a). The rajas aifect white or flowered 
costumes, the white often delicately relieved by the black dots of a rosary (Plate xxxni); almost 
all wear in their turbans a flower or a peacock feather, a custom still prevailing in the inner hills, but 
not in the plains or in Kangri. The influence of Mughal fashions can also be recognized. 

Many of the Jammu pictures reproduced may be assigned to the early part of the 17th century, 
but some may belong to the i8th, when, however, it seems that Ka^gja had become a more important 
centre of production 

The Jammu pictures are often provided with inscribed texts. In some cases these are Sanskrit 
extracts written in Nsgarl characters, as in the case of the texts behind the pictures reproduced 
on Plates xxi, xxii, and xxvi, a ; but the most characteristic insaiptions are short labels in the local 
dialect, written in the very illegible Dogra Takil character. Quotations in Hindi, written in NSgarl 
characters, such as are very common on Kaggi'S pictures, do not appear here. Examples of the 
Takii texts will be remarked on Plates xxviii and xxxin , the latter I have not been able to decipher. 

^ Some of the more pecuLar works may denve from the sentation or degance. 
most pio>mcial of PogiS BAjput courts. But for aD th»i * Iniam Dronm^St u, p. s8. The which 

ttrongeaess (and some are even more hizanre than any here the names of the Saints are inscribed assoaates this work 

reproduced) these are powerful and authentic examples of with others of the school of Jammu, where it takes its natural 

ancient tradition, and are gemime piimiuves in tlie sense that place, and does not stand altogether alone. X do not now 

intense conviction guides ezpressioi^ indifferent ahke to repre- tbmk it necessary to assume any Central Asian influence. 
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PAHARI 


A JAMMU 


We turn now to the consideration of the Pahari or Hill schools. The area referred to extends 
from Jammu to Almora, including in particular Jammu itself, and the district of KaggjrS, now 
a part of the Paftjab. These are the hill tracts which have at more than one period been occupied 
by Rajput chiefs forced by Mugjial invasions to retire from the plains. 

Most of the Hill Rajputs are of low-country origin : thus, at the fall of Delhi, Ajmere, and 
Mahoba at the dose of the 12th century, the Chauhans and Chandels were scattered over the face of 
Northern India. They established petty principalities in the Himalayas from Jammu to Almora;^ 
this is exactly where local schools of Rajput painting have been maintained up to the beginning 
of the 19th century. This painting is not in any way to be regarded as an indigenous creation of 
the hill races ; its character is properly defined by the term ‘ Rajput’. 

The Pahari paintings can be classified in two groups’ a northern series, the school of Jammu, 
which may also be called Dogra, and a southern series, called the school of Kaggra, but extending to 
Garhwal.* 

The district of Jammu, of which the capital town of the same name is now the winter head- 
quarters of the Kashmir court, is little accessible to foreign influences. ‘ Lying off the high roads 
of India, and away from the fertile plains of the Panjab, the barren hills of the DogiSs had not 
attracted the notice of the Mughal invaders of India. Here lived a number of petty Rajas, and 
it appears that from very early times the kingdom of Jammu was locally of some importance. 
To the East, at BasoH and Kishtwar, were independent I^jput chiefs’® To the north-west were 
the Muhammadan rulers of Bhimbar and Rajaori, descendants of Rajputs, and up the Jhelam valley 
other Muhammadan chiefs whose title of Rsja also suggests a Hinda origin. Raja Ranjit Deo ruled 
in Janmiu in the third quarter of the i8th century, dying about a.d. 1780. Thereafter Jammu 
remained tributary to the Sikhs until a.d. 1846. 

There can be very little doubt that the large Ramayana pictures reproduced on Plates xxi-xxiv 
are due to the court artists of Jammu. Notwithstanding that their details are a little lacking in 
feeling, these pictures are in a grand style : and their unique size (33 x 23I in.), as well as fbe probable 
large extent of the series,^ are an indication of the status of the patron for whom they must have 
been executed. Many of the leaves are handsomely endorsed (doubtless by a pandit, not by the 
painter) with DevanSgari texts (Figure 12) from tiie Valmiki Rd/n^yw^^ but the original sketches 
for the series have the names of the heroes written in, evidently by the artist himself, in the usual 
Tsisri character, and examples of these legends are given here in Nos. 7-9 of Figure i. A drawing 
from another series in almost the same style is reproduced on Plate xxv. 


^ Imptml Gmiiter tflniia, toI 1, p. 368 , vol u, p. 3x8 
' Commtuucation between ESQgiS and Gaihw&l, via 
Ma^di and RSmpar, is easy, and probably we must regard die 
whole belt of bill temtoiy extendmg to GarbwSl, rather than 
S^grh alone^ as the source of the southern PahSil paintmgs ; 
this ]^g; 9 pGarhw^ area possesses a slyhsbc uni^ distinct 


* From the whole senes 1 have six coloured examples 


and several drawings, as well as the pasteboard covers of the 
original portfoho, hound m red do^ The paper used for 
the covers is written over with old accounts; but one sheet 
18 part of a huge Mahmmrivm cartoon, pncked for 
pouncing. The latest serial number on the pictures is 39. 
I do not know what has become of the rest of the seri^, 
except that a few more of the uncoloured sketches are dhll 
obtainable m Amntsar (19x6). f 

J 
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It is by examples of the Kaggya school that the Pahari schools of painting were first made 
known ^ It is certain that Kot has been a great centre of production, but the term Kagg^S 

must be understood in this work in a wide sense as covering the work of a whole district and though 
the Kot Kaqgra type is fairly well defined (e.g. in the Nala-Damayanil series, from which a specimen 
is reproduced on Plate lxii), still I do not know how to place the many dialects of this style, nor how 
to distinguish the work of other PabSyl states, such as Mandi, Suket, Rampur, and Pat5r5la, extending 
eastwards to GarhwSl. Practically nothing is now produced, and of Kot Kaqgra art nothing remains 
in situ. I have seen the ruins of houses formerly occupied by painters, but it is generally agreed 
that their last traces were wiped out by the earthquake of 1907 ; and probably all the pictures 
formerly extant in this fairly accessible district have now been removed and sold. I am informed, 
however, by Babu Samarendranath Gupta, that painters still practise at Guler. 

Hiouen Tsang found the old Jalandhar dynasty undivided in the 7th century. Subsequently the 
Jalandhar rSjas were driven into the hills and made Kitqgi^l (Nagar Kot, the modem Kot Kaggft) 
their chief fortress. They long resisted Muhammadan power, but the temple of Nagarkot was 
plundered by Mahmud in a,i>. 1009. The Kaggia rajas also yielded to Firoz Tughlak in 1360, and 
the temple was again plundered, but they were left in possession of the State. In 1556 Akbar 
permanently occupied Kaggra, and tiie chiefs retired to the hills and resisted until 1620, soon after 
this they became tributaries of the Mughal Empire under Shah Jahan, being trusted and employed as 
loyal allies. Kaggya was held by the Rajputs until 1806, with a Sikh interval from 1774 to 1785. 
The Sikhs prevailed from i8o6 to 1846, when Kaggra became a part of British India. Ninety-four 
per cent, of the population remains Hindu to the present day.® 

The history of Mandi is very similar * it remained under Rajput rule until 1805 (being subject to 
Kaggfa from 1 729), and then, after four years submission to the Gurkhas, it became a Sikh dependence. 
Ninety-eight per cent, of the population remains Hinda.® 

The conservatism of ancient manners m Kaggra is illustrated by the fact that the ‘ Bull and 
Horseman’ coin type of the Brahman kings of Ohind {c. a.d. 860 to 950) was adopted (amongst 
others) by the rSjas of Kaggi^, and survived in Kaggya until the beginning of the 1 7th century.* 

It is not very easy to arrange the examples of Kaggya painting historically. I have seen 
nothing that seems likely to antedate the troublous period which came to an end with the first 
quarter of the 17th century, but comparatively early works — perhaps about 1700 — are to be 
recognized in the two magnificent and epic renderings of the Mahabharata gambling scene, reproduced 
on Plates xxxvi and xxxvii, a. These are evidently by one hand, and in a style which 1 am a little 
inclined to associate with Mandi. 

In some way related to these is the remarkable picture of the dying Btema reproduced on 
Plate XXXVII, b. But I have some doubts about the source of this unique and beautiful work, which 
may even be Rajasthani. 

Another early work — ^possibly of Mandi origin — ^is the Devi picture reproduced on Plate l ; this 
is one of a series illustrating the Can^ Parva of the Mc^ka^^d^a Pur&iia, and has a red border and 
inscription in white. 

A second group of works which we shall provisionally class with the last as ‘Early Kaggra' — 
meaning that all these are certainly older than 1 750— is represented by the reproductions on Plates 
xxxviii-XLii. These are temperamentally as well as technically closely connected, and some of 
these may be by one and the same hand. Amongst their more conspicuous characteristics are their 
impressionistic treatment of foliage, the long sprays of the white flowering creepers hanging down 
froip the dark trees; their unstudied and impulsive movement, which becomes a more consdous 
convention in later works , the summary character of the outline ; the straight upper lids of the eyes ; 
and a peculiarly tender, veiled and almost powdery colouring, greys, mauve, browns and sage-greens 
being more conspicuous than the brilliant colours of later examples. These are, so to say, the 

* Bvrhngtm Magasiru, Maicb, 1912. * Ibid., s.v. Majgidi. 

^ Iw^ertti GageiUer of India, s v. KfiijgrS * Ctmmngham, Com o/Medtaeoal India, p. 108. 
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primitives of the typical Kaqg;^ works of die latter i8th century; with much of their refinement, but 
greater naxveti and passion. They are far removed in spirit from the wild works of Jammu. 

A third group that must also for the present be classed as ‘ Early Kaggya’ is represented in 
Plates XLiii-XLix, and includes more than one example of unsurpassed beauty. Its special characters 
are to be recognized in a much more glowing, but still tender colour, gayer than the last mentioned, 
but not enamelled like the typical works of the late i8th century ; in the more deliberate representa- 
tion of more gracious movement ; and greater self-possession, contrasting with the naive impulsiveness 
of the Ramayan subject of Plate xui, b, and on the other hand with the agitation so well 
expressed in the Nala-DamayanH drawings, and the Kaliya Damana of Plate liii. The physical 
type is robust, the eyes not very large or long. The picture borders are plain red, sometimes 
yellow; occasionally the picture overlaps the border (Plate xlviii, b); in this respect, and in 
the occasionally narrow stormy sky there seems to be recognizable a reminiscence of Jammu 
or Early Rajasthani mannerisms. 

We have now to speak of the Kciggra style of the last half of the i8th century; this is well 
represented in Plates li-lxxv, a, the last two or three of these being perhaps as late as the 19th 
century. On the whole the KEiggra style is picturesque and romantic. The figures are now more 
animated, the line more nervous and fluent, the research of physical charm is deliberate, women 
are willowy and slender, their eyes very long and curved (not round like those of the third Early 
K^gra group above referred to), and the deep-dyed fingers are delicate and tapering. Colour 
attains to a wonderful glowing brilliancy, preserved from hardness by its depth and luminosity. The 
brushwork exhibits a remarkable facility and felicity, many examples (e. g. Plate liv, b) recalling 
AjantI, yet it is not always infallible, and the latest works (after 1800) show that it is soon to lose its 
sensitiveness. Trees are represented by rather summary formulae , the architecture is very ornate 
and much refined, and very definitely post-Shah-Jahan, one of several features attributable to the 
close relations maintained between KSijgra and the Mughal court in the latter part of the 1 7th century. 
There is a varied and picturesque treatment of clouds and of sunset effects ; very often the figures of 
gods and angels appear in the sky, travelling in their ‘ flying machines ’ (an old motif in Indian art, 
but not often noticed in Early Rajput) , and finally, the borders of the 18th-century Kaqgj-a pictures 
are often decorated in various ways, commonly with a frame like that of the pictures reproduced 
on Plates lvi, lxviii, often also with dark pink hatching on a lighter pink ground, and sometimes 
with elaborate flower-spray designs, or inset partridges {^akoi ^, — niceties not to be met with in the 
earlier less ornate productions. Many pictures are designed in oval frames, the spandrels decorated 
with arabesques (Plate lxxi, a). The late date of the Nala-Damayanil series is indicated, amongst 
other marks, by the introduction of a figure dressed apparently in a military costume of Georgian cut, 
and also by the very modern aspect of the architecture ; nevertheless, the draughtsmanship is often 
superb, and individual groups are magnificently designed.^ The lyrical sentiment is flawless ; * and 
if any criticism is to be passed upon these late KaggrS. works, it must be that the sentiment is 
too constantly sweet— and yet it is a great thing to maintain this constant tenderness without ever 
verging on the sentimental. And even the latest Kaggra painters did not fail in strength when 
dealing with the deeds of Devi.^ 

In many cases works of the Kaqgffa school are accompanied by the texts which they illustrate. 
Thus, the frequent sets of the Eight Nayakas are in several cases inscribed with the appropriate 
verses from the Rasikapriy& of Ke&iva Dasa, which seems to have been very well known; such 
inscriptions are always in Nagari characters, a pleasing contrast to the almost illegible XS'kri of 
Jammu. Amongst other Hindi poets whose verses are quoted, I have observed Mati Rlma, 
KMdasa, Baqisidhara, RamagunI, and Gagg.* Amongst the vernacular poems illustrated must be 
mentioned the RsmSyam in some version not that of Tulasi Dasa; the romance of Ncda-DamaynMl^ 


* g. Indian Drawmgs, it. Plates rt, tn, x, 1-3. 

* £. g. ibid., Plate x, 3. 

* E. g. itud , Plates xvi, x and xm 

* Man Rama Tnpa^ of Tii^vSpQi, fl. e. iun. x6go- 
83 (Gnerson, Vtnuuutar Itieraiurt of SmihtstSn, p, 6a}; 


RLSlidSsa (? Tnbe<£ of BSnpuxa m the !Doab, b. c. a.d. 1693); 
Bainsidham of Udaipur, 1736; and probably Gagg^ 

PanSd of SapSfll!, b. 1833 (on a loose leaf, doubtless detached 
from a very modem «oik). 

It may be mentioned here that I have no leason t{{ tbinlr 
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in some recension other than the original Sanskrit ; the Hamrnlr Hath, and others referred to in 
Part II, Chapter VI. Occasionally it happens that the Hindi quotations are supplemented by a few 
words of PafijSlbi prose. Sanskrit quotations are also common, as in Jammu, where the acquaint- 
ance with Hindi poetry seems much slighter. It is interesting to note that amongst the works 
illustrated is the Git& Govinda of Jayadeva. 

Scarcely to be differentiated from late Kaqgra art, and probably that of intermediate States, such 
as Patyala, is the local school of Garhwal, which happens to be rather well known owing to the fact 
that there have come into the market a number of paintings by or attributed to Mola Rama, together 
with a miscellaneous collection of earlier and later drawings These paintings included more than 
one set of ti&yakss, a Rttkmi^l-maijgala, the three examples here produced on Plates uv, a, lxv, 
i\xiv, B, and other characteristic PahSri works, as well as a number of typical Mu gh al drawings,* 
several of the middle 1 7th century. This painter — and poet— attains a rather fictitious importance 
owing to the fact that his is almost the only name of a FahSfi painter yet known.^ 

Here, beside the three works which we are obliged to call Garhwali, we may include as KaggrS- 
Garhwal one or two others very nearly related, and of uncertain origin (though obtained in Amritsar, 
where it is very rare to find any but Jammu and Kaggjra works). The differences are slight as 
regards actual formulae, but the Garhwal works on the whole are ‘ late ’ in all senses of the word, 
and distinctly past the zenith of the Ka^gra style. It will be seen, for example, in the reproductions 
on Plate lxxiv, d, that the outline is little felt* and the general effect is rather theatrical, and the 
sentiment is insincere. In the ^aiva subject of Plate lxv, however, the feeling is both tender and 
genuine. Incidentally it is worth noting that nearly all very late examples from Kaggra or Garhwal 
are alike in the drawing of the hands, of which the fingers are sharply pointed and drawn with 
little feeling ; this appears even in the beautiful Kaliya Damana of Plate lii, and also in Plates lxv 
and lxxii, a, a marked contrast, for example, with Plate XLiii. 

The court pmnters of Kaggra and the neighbounng PahSfl states in the 18th and early 
19th centuries were also occupied with portraiture. One finds inscribed on these portraits the names 
of the Rajas of Guler, Sukhet, Mandi, Patyala, 80c. Much of this art belongs to the 19th century, 
and it is well represented in the Lahore Museum. Exceptional works only, such as the Yomig 
Warrior of India, i Drawings, /, Plate xni, are of high rank, but several other examples have dignity 
and character. The group of goldsmiths here reproduced on Plate lxxv, a, is a good example of 
more facile and less reflective, but still very interesting drawing. Wherever Sikh power prevailed, 
the Pahari school of portraiture develops into Sikh with little change. 


the Maithill poet YidySpati (/. fiist half of the isth century) 
was known in KsqgiX, but inasmuch as the Pahli! pamteis 
and all the Vaignava poets are concerned with a single group 
of ideas, 1 have found it very appropriate to illustialc an 
edition of VidySpati in English {Vt^npah, banslated by 
A. Coomaraswomy and Aiun Sen, 1915) with reproductions 
of lUjput paintings, chiefly ESQgrS, and m some cases to 
explam the subject-mattei of the pamtings here repioduced, 
by lefeience to VidySpati's songs. 

Some of these aie r^roduced in Indian Dramngs, u, 
Plates x\, 2 and xxnr, all m my collection are preserved in 
volume V of mounted oiiginals. 

* The foUowmg facts are available about Mda Kima 
(recorded by Mukandi L 3 l, of GarhwSI, m the ‘Modem 
Review' foi October, 1909, and from private infoimation). 
Molfi RSma was the filth m descent of a fitmily of Belb 
(oiiginally RSjastl^) Bljput artists, who fled with Prince 
Salem, nephew of Amangtfb, to seek shelter with the then 
chief of GaihwSl, Fateh Siggh. The latter surrendeFed Pnnce 
Salem, but retamed the artists as court pomters, givmg them 
a ja^r of sixty villages and a fee of Rs g daily ; their names 
were ShSmdSs and il&ehardSs. MolaR 3 mawasbomA.s. 1760, 
and d^ m 1833. From the foUowmg text inscnbed on 


a picture (a giil on a terrace, with a peacock) he appears to 
have composed poetiy already at ig * 

Doha; Kdhd Aazara laha lakha ham at la Ikarla dhana 
grama' 

Samjhax Mola Rama to sarada (= suhfda) sudeha tnSma 
Sanroai 1832 sSla Phalguna suM g : Sahhamastu 

‘What are thousands and lakhs, or milhons of gold and 
villages? Mola lUiina finds his reward m good-will and well- 
being. SoMvat, 1832 (a. 1). i77g), the fifth day of the bnght 
fortmght of PhSlgun wdl be it ' ' 

Mola Rama was followed by his son JvSla BSma and his 
grandson Atma Rama, who both pamted The jc^r wras 
contmued by the Gurkha rulers of GathwBl, but ducontinued 
under the Bntish rdgnne. The great-grandson Balak Rama 
Sah, without encouragement or patronage (the fate of most 
artists m Bnadi India and many in Nauve States), being in 
poor cuxumstances, has disposed of many of tlie family 
drawings. These include those above referred to, and some 
older, 17 th century Mugjbld examples {Indian Draamgs, 
XX. 2 and xxiv). It is said that pictures by Mola RSma and 
other Garhwil painters are still preserved m ihe ton ihdna 
(treasury) of Te^ GarhwSI (still a Nauve State). 
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The painting of PatyUla is known to me only by the fact that I obtained thence an elaborate 
picture of J§iva and Parvati in 18th-century Kaggra st^le (and of course possibly of KSggra origin), 
and by the reference in the Hammir Hath of Candra Sekhara, where it is stated by the poet that his 
poem is based on a series of pictures preserved in the raja’s library. 

Because the Kaggj-a art of the latter i8th century is almost over-ripe and leans a little towards 
the romantic, it must not be inferred that it does not afford us many splendid and noble works. 
There are few Rajput paintings of any type superior to the KaUya Damam of Plate liii or the 
DamayanU Smyammra of Plate lxii. In the K&liya Damana the characteristic agitation is entirely 
appropriate to the subject, and it is well balanced and corrected by the confident power of the boyish 
Krishna. Two types of movement, beside that of Krishna himself, are well differentiated, the violent 
astonishment and anxiety of Krishna’s friends on land, and the more graceful and very humble 
worship of the nagims in the whirlpool Nothing could be more direct than the so straightiy 
outstretched arms of the second nagim on Krishna’s left, or could exceed the humility of her that 
lays her head upon his feet. What is most noble and alluring in these works is their freedom 
from all self-consciousness, none of the figures is aware that she is overlooked, but every action 
is spontaneous and impulsive, and the whole energy of being enters into every movement And thus 
the human figures of the PahSji painters are veritably god-like, in the sense of Bharata,^ who says 
that the actions of the gods spring from the natural disposition of the mind, while those of men depend 
upon the conscious working of the will. 

Perhaps I may digress here to point out one of the most striking charactenstics of the Indian 
epic, that both sides are so fairly represented. For example in the RSmayaiia, nothing is more 
sympathetically expressed than the grief of Mandodari, wife of Ravana, when he is slain by RSma, 
and nothing more chivalrous than Rama’s comforting. So here, the love of the nagims for their 
lord is rendered with even nearer sympathy than the anxiety of the people of Braja , and in them also 
is realized the K^gra ideal of feminine loveliness, willowy, fair, serene, and passionate — a type still 
to be found in KSggfa by those whom the pictures have prepared to recognize it. 

Another work of unique beauty is the Cowdust of Plate Li. There are many ways of repre- 
senting pastoral subjects • the secular fashion of Watteau, who represents country life as a desirable 
environment for picnics, — the noble realism of Millet, who represents it as the field of labour, — ^and 
the transfiguring idealism of popular festivals and mystic art, where everything is perfected by loving 
imagination. The first is a pretence, the second an attitude of resignation, the third is ‘ the imitation 
of things as they ought to be’. It is in this last way that the Vai§gava inspiration illumines the field 
and village life of Hindustan, and discovers in everyday events the image of events in heaven. In 
this picture of the returning herd, the Hindu adoration of cows and the local attachments of the 
village world — ^the elders gravely conversing, the girls gaily dressed, the piping herdsmen, the eager 
and pushing cows — ‘the dun, the white, the black’ — all are represented, and all turns upon the 
presence of Krishna, who was known to the milkmaids only as one of the young herdsmen. Thus 
the painter has communicated in his own language an intuition identical with that of a little verse 
included in the Pailjabi tale of Hir and Rilnjha ; 

‘When they troop home, our tiny street 
Wears beauty like a diadem, 

Though mean enough before.’ 

How fortunate the painter who was asked to express such ideas, and who inherited a tradition of 
accomplishment and technical resource amply sufficient for his purpose I The modem artist is less 
happy, for he is left to find and to solve his own problems ; he is not asked to solve the problems 
of the race, and he must spend half a life in finding for himself a suitable technique. 

It is interesting to compare the last-mentioned masterpiece with the very similar, and also 
beautiful sketch of Plate lii, perhaps by the same hand or by a pupil. It often happens that the 
^ Bhamta, NStyoriastrOi II, g : 

JDeoSnSm mSmua sfvbr grhtsdyaoatum ea 

~ " JPbAia hhmrtfUSh sane iMoSs tu n^inmah. *» 
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half-completed works are more impressive thaa the finished picture; but in comparmg these one sees 
that completion by a master hand need not involve the slightest loss of inspiration. These two 
examples, and other pairs such as Plates liii, liv, a, and many more examples not here illustrated, 
very well exemplify how the same subject can be treated without monotony again and again. There 
is a close analogy between the set theme of the picture, and the set form of a rSgct ; in each case 
a skeleton, or as the Indians say, the trunk of the tree, is given, and each artist must add the leaves 
and branches himself. Just as no song is ever exactly repeated, so no picture; but each fresh 
rendering is closely related to the others. This is a theory of art entirely differing from the modem 
conception of professional art ; there each subject treated by a master, is once for all done with, 
and no other artist dare deal with i^ lest he should be accused of plagiarism or lack of originality. 
Thus one is misled to think of art as a treasury of masterpieces by men of exceptional genius. But 
Hindu art, both hieratic and vernacular, has always been more or less a national art, determined by 
the wish to have certain groups of ideas constantly re-presented. 

The Rajasthani and Pahaji areas are divided by the Pafijab plains, from Delhi to Lahore ; and 
during the Mughal period this area contributed little to art, for all the energies of the Mughal impulse 
were directed to the glorification of the court, and the life of this court had little to do with the 
life of the people. Even the sacred city of Mathura was not exempt from the iconoclasm of 
Aurangzib, and there is no evidence that any special school of paintings flourished there, except 
in the fact that, like Jaipur, it is still one of the chief centres where are produced the well-known 
sa^JhSs or paper stencils, of which examples are given here in Figures 10, 1 1, used for making pavement 
pictures in coloured powders, on the occasion of the Dasehra festival 

But towards the middle of the i8th century the Sikh power began to be consolidated in the 
districts of Amritsar and Jalandhar, and to be established in some parts of the hills in die early 
part of the 19th; and there exists a corresponding group of pcuntings, ranging from about a. d. 1750 
to 1850, which may be described as of the Sikh school. A majority of these are portraits or portrait 
groups. A fine example, expressive of the true Sikh dignity, is reproduced on Plate lxxvl Many 
of the Kaggra Sikh paintings are most easily to be recognized by the fact that in them the faces of 
young men are unshaven, a peculiarity that never appears in Pah 3 |i art executed for Hindfl patrons 
an example of this Kaggra Sikh style of the early 19th century is reproduced by Mr. Havell, Intuit 
Sculpture and Painting, Plate lxdc. The Sikh art is also to be recognized in various rather crude 
‘portraits’ of the Gurus, which are still produced in Amritsar, and better, in some half-obliterated 
fragments of wall-painting, about a century old, within the precincts of the Golden Temple at 
Amritsar. Most likely the Sikhs gave occasional patronage also to similar work in Kashmir, where 
1 have found little trace of any older or purer tradition. It may be mentioned also that some copies 
of the ‘ Granth Sshib ’ or Sikh scriptures are magnificent examples of austere calll^phy ; and I have 
seen one fairly well illustrated, said to have been prepared in Kashmir. On the whole we may 
say of Sikh painting that while a few very distinguished examples are to be found, the greater part, 
compared witii what has gone before, whether Rajput or Mu^al, is decadent. 

There can be little doubt that Rajput painting, like vernacular poetry, had definitely passed 
its zenith before the beginning of the 19th century. For on the whole, and exceptions apart, the 
later Ka^gfa is to the earlier work, as the art of Shah Jahan to that of Jahangir and Akbar. But 
wise patronage in the 19th century could still, and especially in Jaipur and Kagg|1t, have preserved 
much that was worth saving. British occupation has always implied the discontinuance of patronage 
and the more rapid destruction of tradition; but the vernacular art of Hindustan, which had 
flourished throughout the Mu^^al period, was already declining at the time when it was first aflected 
by Western influences. These influences never even produced a hybrid official art like some forms 
of^ug^al, for the British have not known how to evoke such an art; or perhaps art could no 
longer persist under the shadow of Industrialism. However that may be, and even if we excuse 
the modems from deliberate destmction, we must admit that Western education, ideals of 
administrative efficiency, and industrial competition, have hastened the end of traditional culture 
throughout the East, and nowhere more conspicuously than in India. 

^ SuchastheJF'tMicKtf W<urwr fit Xtuban Zhrcmh^, x, PHate xm. 
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PART II 

SUBJECT-MATTER OF RAJPUT PAINTINGS 

CHAPTER I 

THE KRISHNA LlLA 

A RELIGIOUS ideal of marriage, where the duties of the home are a woman's vocation, is the 
Hindu social norm, the centre upon which all family honour depends, and the very basis of social 
stability. A wife is sahadkarmac&rinl^ ‘she who is associated with a husband for the fulfilment 
of social and religious duties It is necessary to realize this spiritual status of wifehood if the 
complex motifs of the Krishna Lila are to be rightly imderstood, for these can have no meaning 
where the ties of duty are regarded lightly. 

The normal Indian love-story — as the Rdmayaffa^ NalarDamayan% S&vitrt, Safi, die MeghadMa, 
and innumerable folk-tales—begins with marriage and turns on the subsequent devotion of the 
wife or heroism of the husband. It is, indeed, a rigid canon of dramatic art, that the wife of another 
cannot be made the subject of a love intrigue. This is not a matter of puritanical and artificial 
censorship, or of what is sometimes called ‘decency’; for a play may be very outspoken without 
the least offence, and yet to base its whole development upon the unfaithfulness of a wife would 
even to-day be so repugnant to prevailing taste as to court immediate failure. 

The Indian marriage is a matter of religious and social duty, a debt that all owe, and all 
should pay. There is little free choice either of wife or husband, and therefore little courtship.^ 
What each expects from marriage is not primarily pleasure, but the development of character 
in the fulfilment of normal duties. That two persons are thus united for purposes beyond their 
own immediate gratification is probably the reason that the Indian marriage is, in general, happier 
than the European marriage of free choice. The glamour which attaches in Europe to romantic 
love and courtship, in India illumines the experience of wifehood. Marriage for a woman, like 
a man's svardkarma, is a vocation, an almost nun-like dedication; and for this reason, to this day, the 
home remains the centre of the inner life , the harem is that one sanctuary where the spirit does not 
need its defensive armour. 

The Hindu social norm, of which this moral ideal of marriage is an inseparable part, finds full 
expression in the RamSyam ; and this work, at the time of which we now write, had become, in 
the Hindi version of TulasI Dasa and other less famous renderings, the Bible of Hindustan. This 
Ramsyana is also the subject of a fair proportion of the Vaisnava Rajput paintings (e. g. Plates xxia, 
XLii,B, lx). Among the pictures reproduced here, however, the ideal of wifehood finds most complete 
expression in some of the ^aiva works (Plates xliii, xlv) ; and most of all in the devotion of the 
wife of the nSga Kaliya (Plate liii), with the thought that better is death itself than to live on when 
the husband is slain. 

But the essential inspiration of Rajput art, the law of its being, is rather religious than mofal.^ 

’ But mark the old heroic svw^amara, or ' ovn-choice', reiuesented by those who are interested in tibe disparagement 

repiesarted on Plate men. of BSndti thonght. But onfy the merely learned wdl share the 

* That is to say, its preoccupations are more often, though error of Sir R. G. Bhandarkar, who compares m all seriousness 

not, of course, ezdu^vely, ‘Dbnysic’ rather than 'Apollonian'. (Faiffumm, iSitmm, 6v., p 87) the ethical significance of 

The meaaiag of the i&ishna LShl is often deliberatdy mis- the Knshna LDR and of the obhvious to &e fiuit 
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Rajput art is constantly preoccupied with the one sentiment of bhakH, passionate devotion to God in 
the person of His Avatir Krishna; and this Krishna is constantly represented as betraying the 
milkmaids of Braja — ^the souls of men — ^from thdr lawful allegiance. The Iridx poet (* A. E.') has 
rightly understood these scriptures when he says ; 

I saw the King pass Ughtly from the bemty that he had betrayed. 

I saw him pass from love to love; and yet the pure allowed His ckdm 

To he the purest of the pure, thrice holy, stainless, without blame. 

That the conflict between love and duty may be made quite unmistakable, Radha generally, and 
her companion sakhts always, are represented to be the wives of the Braja herdsmen. It is when 
they abandon the illusion (m^a) of family, deserting their homes and their duties to follow the flute 
of Krishna, that they ' attain the fruit of their birth ', and have chosen that good path that makes 
them free. That flute is the sword that destroys their social peace ; 

The bUming of that flute diffuses poison throttgh my frame. 

Insistently I hear it sounding. 

And then my soul and body melt in fear. 

It is the call of the infinite, the sound of the camel bell, the command to leave father and mofh^ 
and houses and lands, and ‘ follow Me 

It should be needless to point out how dosely this symbolism is rdated to that of Christ, 
who also condemned the ‘ illusion of family ’ when he said, * 1 am come to set a man at variance 
against his father, and the daughter against her mother ; ’ and again when he asked, ‘ Who is my 
mother, or my brethren?’ and disparaged dharma when he said to Martha, ‘Thou art careful, 
and troubled about many things ; but one thing is needful, and Mary hath chosen that good part, 
which shall not be taken away from her.’ 

The desertion of husband and home by the milkmaids, whidi seems at first so foreign to Indian 
modes of thought, in reality became inevitably the accepted symbol of the soul’s self-surrender to 
the heavenly Brideg;room, just because such a sacrifice of status, duty, and attachments, the casting 
away of name and feme and self-respect involved in adulterous or secret love, is the greatest sacrifice 
that a Hindu woman can imagine or make.' In Vai§nava poetry we hear the constant refrain, * I am 
become a harlot for Thy sake ’ ; this could not have been said in a society that regarded adultery 
lightly. 

In some cases, however, as in the songs of Vidyapati, RSdhS. is a sveMyS. herome, whose disgrace 
is that of maiden-yielding, rather than of wifely unfaithfulness ; but the principle of the surrender of 
family honour {kula kl l&ja kl tayavd) remains the same. When Krishna receives the milkmaids, 
it is not because they have lived as respectable members of a well-ordered society, but on the 
contrary, because they * have abandoned regard for the world and the Vedas, as a VairSg! abandons 
his home ’.® 

Those only who know by direct experience the nature of the inner life will fully appreciate 
the universal significance of the Rasa Lal^; we can only say that this mystery is ‘based^upon midying 
and eternal truths, upon the permanent rdiations between Jiva and Uvara. The heart of man is 
the seat of this Lila, which can be reproduced at all rimes, in the heart of every real BhSkta. . . . The 
Lil§. is constantly performed in Goloka, and it is reproduced over parts of BrahmSnda, according 
to the will of Krishna.’ ® 

However deeply men may believe in action and in morality, there must ultimately come a day 


that the RSmiyaeo is psendo-faistDrical, and is designed to be 
a social ideal, while the Kndina Dla is symbolic and eternal, 
and Bnndaban is not this world, but the heart of man. The 
Rmiyaeo tells how man by a nghteous life may approach 
to a nearer umon with the Lord: the Exdbna explains 
the very nature of umon accomplished. These ate different 
matten. 

*4$ That is why love as a passion, m the big meaning of 


the word, was invented for, and in, an anstociatic commuiuty 
-—where convention and abstmence are most severe,' Nietasdi^ 
Tbt WiS to Pnoer 

* Puma Sinara (as SJU^aoata PurBva), cb. xxxiii, A 
VairSgt is a homeless ascetic. 

* Pmnendu Narayan Sinha, 3 %e SASgevata PurO^ 
Bwates, ipoi, 314, 31$. 
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for each when it will be realised that these are but a game and its rules, which the greater life 
transcends : it is then that reputation becomes of no significance, the soul is made paraMya, and 
goes forth on abfds&ra into the darkness of the unconditioned, to yield herself to Him who waits 
at the place of trysting. And though the soul — Rsdha, Sophia, Besse, or by whatever name we 
speak of her — may return to the world and its dkarma, she will attain at last to that bh&varsammilana 
or inner union which is the sva-rUpa or ‘ own-form ’ of Krishna, and knows no severance. The 
momentary ecstasies and illuminations which this life affords us are intimations of that perpetual 
reality which we have temporarily forgotten. This is the significance of the Vai§nava symbolism, 
which finds such full expression in Rajput art 

It is well to remember that the Krishna Lila, as the Vai§nava commentators expressly insist, 
is not an historical event No doubt the whole story, as such, is founded on pastoral folk-lore 
and tradition, perhaps originally ‘secular’, but the Vai§navas were neither historians nor ardiaeo- 
Ic^sts, and the Krishna Lila of Vai§nava art is eternal. As Nllakantha expresses it : ‘ DevakI and 
other names are merely allegorical, bearing an esoteric meaning. The narration is not the real point’ 
In other words, the names in the Krishna Lila are like ‘Jerusalem’ and other names employed 
by Blake and the Western mystics to indicate states. Gokula is the earthly counterpart of Goloka, 
the highest station of the plane of Vishnu, and the occult centre known as the thousand-petalled 
lotus, of which Kabir sings : 

Do not go seeking the garden offivwers t for the garden of flowers is in your heart — 

TaJie there your seat on the thousand petals of the lotus , there behold the Perfect Beauty. 

Hence it will be seen that when we speak of such and such a Vai^nava picture as illustrating 
an episode in the life of Krishna-— although, perhaps, most Vaisnavas have believed as much in 
an historical Krishna, as the Christians in an historical Christ — ^yet in effect we do not use the 
word in any realistic sense, but refer only to the expression of an idea or an emotion according 
to a given image. 

The worship of Krishna in the Rsjput period was no new element in Indian religion. The 
doctrine of bhakti devotion, is already set forth in the Bhagavad Gtia, probably some centuries before 
the birth of Christ. Vaisnavism was the chief faith of the Guptas. Scenes from the Krishna Lil5— 
viz. the episodes of lifting Mt. Govardhana and of the defeat of Klliya— are represented on 
a sculptured stele of about the 4 th century a.d. at Mandor in Marwar,^ and also amongst the 
8 th century sculptures at Mamallapuram. Early Vaisnavism, however, consists mainly in the worship 
of the Vasudeva Krishna of the epics ; the gestes of the child Krishna, and his relations with the 
gopis are first mentioned in the Bhagavata ^erSim and the Harivaima^ although it is clear that 
the child- Krishna stories were well known already before the Christian era. The great work of the 
mediaeval Vai§nava revival, initiated by Ramanuja, as developed by Rmnananda, Kabir, and Tulasi 
Dasa, on the one hand established the cult of RSma and glorified him as the model of a human king 
and the avatar of God ; and as developed by Nimbarka, and the great poets Jayadeva, Vidyapati, and 
Candidas, emphasized the identification of Gopala Krishna with the older Vasudeva, and brought 
into prominence the stories of Radha and the milkmaids, which are the symbols of Vai^nava 
mysticism and the main theme of Raj'put art Although this identification of a popular pastoral 
divinity with the Vasudeva of the epics cannot have been a sudden event, never&eless the great 
development after the nth century, of this bhakta cult of Radha and Krishna— in some respects 
the most modem and most universal development of Indian religion— has all the force of a new 
revelation, compelling and inspiring a whole cycle of expression in poetry and painting, music 
and drama. 

Certain of the Krishna mysteries, such as the Rasa Ma^dala,* may have a very remote ancestiy ; 
perhaps an esoteric Vai$nava tradition remained more or less secret until in the BkSgavata Purasfa 
and the subsequent mediaeval Sanskrit and Hind! litorature of devotion it became the leading theme 

^ Archmb^al Survg> of Indta, Am. 1905-6, and posnbly of common C£ G. R. S. Mead, Tie 

pp. 135 ff. and A. S. Wesfem InAa, 1906-7, p. 33. JE^nm (fjem ('Echoes of the Gnosis *), London and Bmare^ 

* Ctoselymsembling some of the early Cfansbannlystmies, 1907. ^ 
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of religious art On the other hand, there are also many elements of a Spring Festival character, 
and perhaps of sexual mag^c, which we must consider to have been reinterpreted when the pastoral 
Divinity of the Abhiras or Gujaras was first accepted into Brahma^ic culture. But we must 
understand that none of this development had a pe^ntic character; it is determined only by the 
fact that a school of inspired mystic poets found in the matter of the Brinc^bana Lii 3 . just that 
material best suited to the expression of their intuitions of divine love ; the poetry of the Krishna 
Lila knows no distinction of form and content. Whatever had been known or hidden before, the 
Vai§nava poets interpreted anew in the light of their own ardent experience. 

Mediaeval Vai§navism differed in form from classic Hinduism chiefly in the universality of its 
appeal, in laying stress upon feeling rather than knowledge, in its acceptance of this everyday world 
and the inner experience of every man as the fullest possible revelation of Divinity, and nearer than 
any ritual ; and finally in its ultimately popular symbolism. These conditions in turn determined the 
use of the language of the home and the village, rather than the classic Sanskrit, by the later writers 
of Vaisnava scripture. Just as the language of the English Bible completes and crowns the evolution 
of English, so ^at of the Vai§nava poets — Mira Bai, VidySpati, Candidas, Kabir, Vallabha, and 
Caitanyi, with many others, both original poets and interpreters of the Epics and Puranas-— created 
and moulded the dialects of Hindustan, which are developed from the earlier Prakrits as English 
from Anglo-Saxon. 

Bu* the cult of Radha and Krishna found expression in other languages than those of poetry; 
and up to the beginning of the 19th century there flourished, and even now surmve, now here, 
now there, in Hindustan, schools of painting, music, and popular drama inseparably connected 
with thf art of the poets. All were alike engaged in interpreting the same ideas , hence it is, for 
example, that the paintings of Ka^g^a and Jammu, and the songs of Vid3^pati are so identical in 
content, although most likely vdthout direct contact ; and amongst the Fahapi paintings we actually 
find illustrations to the Cni& Gcvinda of Jayadeva, which we might not rightly interpret without 
a knowledge of the original poem. 

The work of the poets is thus of great importance to the student of this art; to appreciate the 
purely aesthetic qualities of the paintings, it is not, indeed, necessary, but it throws a great light 
upon the meaning, and renders more intelligible the ^ 6 os of their works, and it enables the critic 
to show that the painters, who depended so closely on tiie literary motifs ^ were fully conscious of 
the intention of their work. That the painters did not paint to amuse themselves or their patrons, 
but to express ideas with which they were deeply preoccupied, that they well understood what 
signifirance attached to the courtship of Radha and Krishna, the RSsa Lila, and the departure to 
Mathiu^ all this is not only clearly demonstrated by internal evidence, but also by the rdation 
of the painting to the literature. This relation is recognizable not only in the common subject- 
matter, but quite as clearly in form. For much of the Vai§nava poetry consists of verse of only 
two lines, and each couplet must be complete in itself, ‘an entire picture— frame and all,’ and 
this poetry is an art of the ‘most delicate miniature painting’,^ very like the Japanese ‘epigram’. 
Where literature is thus pure art — ^and Indian rhetoricians rank narrative poetry very low, or exclude 
it firom the category of poetry altogether — the relations of poetry and painting can be much closer 
and deeper than where poetry is thought of as essentially descriptive or didactic. 

It will be useful, then, in the following pages to describe, even if briefly, the subject-matter 
of some of the more typical paintings, in order that the modem spectator may share a little of 
the various lore which the Hindu radka, takes for granted. We shall speak first of the Krishna Lila, 
prindpally as related in the tenth branch of the JBhSgaoata Most of the episodes described 

in some detail are illustrated by the reproduced examples ; and of the rest, none are referred to of 


* Gnerson, SMsSiyi of JSthSri, 1896, p. 9. That what 
we have said of the sources and inspuation of the Bhjpat 
is equally true of die poeby, and how each contrasts 
with the iitfyiya art of the Sanskrit age is plainly indicated 
also in the following remark of the same wntw ; ' One reason 
for the Mccellence of these little poems is their almost invariable 


truth to natnie, and the cause of Ihis is that from the first th^ 
have been rooted in village life and language, and not in the 
pandit-fbstenng drdes of the towns.' 

* The scnpture of hi£^ authority amongst Vai^pavaa; 
easily acceasibie to Enghdi readers m Frederick I^ncotfa 
trandation of the Frtm Si^ttra (Iiondoti, 1897). 
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which I have not seen at least one picture. Hindi texts ^ are quoted wherever such are met with 
on the original dramngs ; the majority of these texts are by poets not identified. 

The Birth of Krishna : Devaki and Vasudeva are manacled in an upper chamber, the lower 
entrance to which is kept by armed g^uards. The divine child stands before them in four-armed 
manifestation. 

Krishna conveyed to Brindsban : The child is carried across the river by Vasudeva. This episode 
is also the motif of a familiar brass toy, representing Krishna supported in a cup, having a siphon 
so arranged that when water is poured into the cup, it never rises above the child's feet 

KrisJmds baby pranks • He steals butter, &c.* (Some episodes are illustrated which are not 
mentioned in the most familiar texts, e g. the daily bath of Krishna and Balarama, Krishna seeing 
the moon reflected in a basin, &c.) 

Krishna releases Nal and Kuvar from their tree-forms. 

Krishna slays various demons sent against him, as BakSsura. 

The Divine Cowherd. From the time that Krishna was eight years old he went out every 
day with the cowherds, to graze the cows beside the Jamuna. They spent the day in games, and 
returned with the cows in the evening. This return at the time of Cowdust is represented in 
the picture reproduced on Plate u The group of cows reminds us of a description in the Prema 
Sagara, when it is related that the herdsmen called to the cows, ‘ black, white, grey, purple , brown, 
and blue’, and they ran up lowing and snorting; ‘at that time there was such beauty as if clouds 
of many hues had been gathered together from every quarter’. GopHs who have been to the 
ghat to fill their water-jars, and others crowding the balcony windows,® fix their eyes on Krishna, 
who walks behind the cows in yellow dfwH and peacock crown, playing his flute. He is sm rounded 
by other lads, some playing instruments of music. The cows are streaming through the gate of 
the inner garth, in the upper part of which we see Nand Ji seated with other elders in a / aradari, 
engaged in talk. This is a work typical of the best Kaggj'a craftsmanship, above all in purity 
and gaiety of colour; the ivory whites, however, are too much yellowed in the otherwise excellent 
reproduction. This work also illustrates a frequent but by no means constant feature in Kaggjra 
art, that is to say an absence of composition, in the sense of grouping around a centra figure. 
The subject is not a single figure, but a link of thought, connecting many figures ami many 
objects in a mutual relation.* In this way Cowdust represents an idea rather than an event; the 
idea is that of Krishna's daily life in the little town of Gokula. He is the Divine Herdsman, 
an unknown, though beloved, god in the midst of men. 

In the Tagore collection will be found an almost identical version of the present subject 
Another closely related, and perhaps by the same hand, but unfinished, is reproduced on Plate in. 

KaMya damana, the conquest of the ndga K Iliya. A poisonous naga, or semi-human Lydra, 
named Kaliya, lived in the Kllidah, a certain whirlpool of the river Jamuna, where alone he could 
avoid his hereditary enemy, the Garuda. Such was the nagds venom, that the water of the whirlpvool 
continually boiled, and banks of the river were wasted and barren; on one occasion the cows and 
herdsmen of Brindiban had already been poisoned. Sri Krishna accordingly resolved to kill the 
serpent He sprang into the whirlpool and disappeared. Then the other herd-boys feared for his 
life, and one went running to Bnndiban, crying out: ‘ Sri Krishna has jumped into the very whirlpool 

^ The spdhng of the originals is stnctly adhered to. of the dassic tradition, which we have already (p 14) remarked m 

^ My collection, vd vui, f. 6a stmctnre, is equally recognized m ornament. Cf also p. igi u 

* This IS a moHf familiar m Indian hteratnre and plastic * Also m Japanese art: S^'-chi Taki, Thru JSstays on 

art from an early penod, e. g. m the bas-reliefs of SSIlcfal and OnaUal PoaUing, London, 1910, p. 4—' the centre of a 

Bharhut (Mmsey, Smch emd tk Jimam, Plate xn; BbrTell, picture is not found m any smgle individual object for the 

Ancmt and Mediaeval ArehtUcfure of India, Plate in, a), the guiding pnnciple of the synthesis is expressed m the mutual 

paintings of AjantA (India Society, Freeeou of Ajanh, Plates idabons of ai the objects treated ... foe mevitable outcome 

XXIV, xxn), and m foe works of Advagho$s {Sudiiacania, di, of stress laid almost exclusively on subjective ideas.’ The 

13-24— -where the btus faces of fur women leaning frmn the same peculiarity is also noticeable at Ajanfo, where it is often 

windows suggest that the walls of the houses are decked with associated with contmnous narration, a method whidi likewise 

ventaUe flowers), and Kalidasa {Modhuvaipea, vti, 3-*i3 — foe reappears m Kajput art and is here illustrated m Plate T-itTn. 

same figure). In passages of this kind foe uniiy and confomity Cf. Arthur Symons, WtlUm Slake, 1907, p. 813. 
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of Kali’. Then RohinT, Ya4od8., and Nand, with the herdsmen and milkmaids, rose and ran, and 
falling and stumbling in their anxiety, they came to the river bank; Ya^odS went forward as if 
she would fall into the water herself. Then it was seen that KsUya had coiled himself round 
Krishna’s body to crush him. But Krishna sprang up and mounted on KSliya’s head, and assuming 
the weight of the Three Worlds, he danced on the serpent’s hoods. Then Ksliya began to die; 
he put forth his tongues, and streams of blood poured from his mouths. He perceived that he 
was overcome by an avatSr of the Eternal Man, for no other could have resisted the poison; so 
he abandoned the hope of life, and was still, At this pomt Kaliya’s wife, vnth other n^inls, 
worshipped 6ri Krishna, with folded hands and bent head: ‘Pity me, Mahiraja,’ she said, ‘and 
please release this one, or if not, then slay me with him, for death is better for a woman than to 
live when her husband is slain.’ Kaliya also made submission and prayed to be forgiven; he 
was allowed to depart with the nagints to Ramanaka Dipa, and assured that the marie of Krishna’s 
feet upon his head would protect him from the attacks of Garuda for ever. (It is interpreted that 
Kaliya with his hundred hoods is the lifetime of one birth , he could not be killed, but only banished 
from BrindSban ; this is die overcoming of death for those who have received Eternal Life.) 

The Ksliya-damana is a favourite subject of the Pahaji painters ^ An example of pecuhar beauty 
is reproduced in Plate Liii. The representation exactly follows the above description : in the water, 
Krishna is standing victorious upon the nageis hoods, while the n&ginls bendmg to his feet are 
praying for the hfe of their lord ; Nanda, Yaiod^ and all the gopas and gopis are assembled on the 
bank, with gestures of fear and wonder. The colouring of the original is extraordinarily rich and 
pure, but some of this is lost in the reproduction ; the general effect towards the left is too green, 
and in the centre too pink. 

Another version of the same subj'ect, in a nearly related Pahaji style (GarhwSl), is given in 
Plaite uv, A. But the action is here less exalted, and the actors far more conscious. A third, and 
more provincial and popular treatment is given in Plate xlix,a. 

1 have another good version, an outline drawing similar in composition to Plate Lin, but Knshna 
is wrapped in the coils of the n&ga, and has not yel established his supremacy. Another very rough 
and popular sketch represents the young Krishna welcomed back to safety by Nand and Yaloda, 
while the ndgas are departing from the whirlpool for Ramanaka Dipa ; in another part of the same 
drawing is indicated the return to BrindSban. The following text, a stuU or hymn of praise 
addressed by women to Krishna, is copied from a Kaliya-damana picture seen in Amritsar 

flSrtiT ^ II 

^ ^ I ^ iw ’ tSI I 

% 'TPi ^ ft I 

^ sii% I 

^ irvTlt tfit ^ ft I ‘ 

(Sanskrit •) ‘ 0 venomous Kaliya’s conqueror, joy of the pet^le ! 

Sun of the lotus of the Yadus, Victory I Jayadeva 1 Haril 
(Pafijabi :) O Deva, 0 Lord Hari, be victory yoked to Thee ! 

Who didst lower the pride of this Ksliya Nsga, 

O Giver of Bliss to the people of all Three Worlds • 

Bom in the shape of a Yadu, the sun that makes their lotus bright’ 

Copper and brass images of the same subject are often met with. 

The Kaliya-damaiui also forms the theme of a well-known Hmdl poem, thi NSga-UlS^ 


^ An esilj t^resentahon appeals on the Mandor side 
(see p. sS); and there is an interesting Javanese example, 
perhaps of the loth century, in the Ethnogiapbsches Mnsemn 
at I^den QuynboU, JS^aialc^ des EOmgrtpbxahm Raehs- 
mmm, Bd. V, pp. 64, djMnongly described as RBma 


struggling vnth Ravam). 

* The taro lines of Sanshtit are taken from the first tta-ga 
of the GiSi Qvmda of Jayadeva; what Mows is a PafijShS 
translalion. 
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Kfisknds flute. The sound of Krishna’s flute, which troubles the hearts of the milkmaids, is die 
voice of Eternity heard by the dwellers in Time. When Krishna plays thereon, it rains delight, 
resounding like a doud ; the gods and sages attend with their wives, and are so fescinated therewith 
that they stand as still as painted images; it is something more than a flute. One drawing* 
represents nine gof^ seated in a house, bending and sighing ; Krishna is seated without, playing 
his flute. One of the gopis says to the others . 

T[ ^ f*T*f ^ 3lT*W 4ff II 

gw uii'i ^ uinRt tiwt ^ * 

* Hearken, (my friends), why will 3 rou go back home,— -for you will be struck by the arrows of Love,® — 
This is not simply the sound of a flute, but deadly venom, and Alls the heart with poison : 
Recollection is lost in rapture, my sister, 1 am sunk, as it were, in the song of thought : 

If 3 ^ would save your family honour,* then keep your fingers in both your ears.’ 

Another drawing* has Krishna on the right, standing in a shady grove playing the flute, and on 
the left four girls prostrate in a meadow ; the Jamuna in the foreground. The text reads : 

(^)ii Tl?* liilT: nrft fift ’Ertt I 

^mt W uIh^h^iiG wfif f*Pif«r i 

* On the one side a skilful woman plies the fan, on the other side a maiden holds in her hand the 

water-jar. 

From behind a handmaid g^ves her betel to eat, and when Radhi opens her mouth, then brightly 
shines the scarlet. 

Just at that moment the Son of Nand played on his flute, and there came upon her remembrance of 
the place of those bowers (where she had known his love) : 

The water-bearer fell on the left, the fan-bearer on the right, the betel-bearer behind, and the 
daughter of Vr§abhana in front’ 

That is to say, Radha is walking out with three attendants, when they suddenly hear the flute, 
and all fall senseless to the ground. 

Two other drawings * refer to the confusion caused by Krishna’s words and the music of the 
flute in the minds of the milkmaids who have gone to the gMt to fill their pots. In one dravdng 
Krishna is seated in a tree near the glM, playing his flute , in the other the figure of Krishna 
is omitted. Both drawings are inscribed with the same verse in very slightly varying forms ; the 
second is given here, except that the reading for is taken from the first : 

«nw ^ ^ ^ fsft ^ Wit » 

gi ^ wnrain ^ tjft n 

^ ^ ti ^ t ^ tl «Tt I <1 « 

‘ Do you know Ihe saphaH (fish) entered (the pot) when it saw the reflection of (your) eyes ? ” 

When L3la thus bantered, the maidens were somewhat disturbed and could not recover their senses. 
And so was their temper thereby changed, that ages passed ere they went to their homes: 

They strained the water through cloths (to catch the fish), and (yet) they emptied the pots when 
ihey came to tiie bank again.’ 

*' iKaqgrs, about 1800. My collection, voiL vai, £ 38. * A shaded drawing, EaggiS, 18th centniy. My cdleo- 

■ C£‘ Only she wal»8, says Katffir, whose heart IS iderced ton, veil, li, f. 9. 
with Ihe arrow <S. His music.* ' ESiggia, about 1800 or later. My collection, vdL u, 

* I. e. worldly respeotabilft]'* esjilahted on p. ad. See ff. la, 49. A very mcotrect translaton of the poem is mven 
also VtpfSpiH^ trandation, no. cnl. in my Inim JJrawtt^s, u, p. ti, foot-note. 
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Clrarkarm}a% the Stealing of Cloth,es.— -Wishing to be united to Krishna, the milkmaids 
invoked the aid of Grauii, and adopted a rule of prayer, fasting and bathing. One day they all 
went down to bathe in the JamunS, and leaving their clothes on the bank, they entered the water 
and played and sang the praises of Hari. Krishna was grazing cows near by, and, overhearii^ 
the songs, crept up and observed the bathers ; and removing the clothes, he climbed a kadam tree 
on the bank, and waited in silence. When the m il kmai ds found that their clothes had been stolen, 
and saw in the kadam tree the thief of their hearts and their garments seated resplendent, they 
returned into the water and prayed for the garments to be restored, l^ri Krishna replied that 
they must come to fetch them — ‘and if it is truly for My sake that ye have bathed, then take 
them without shame.’ And the clothes were only restored when the milkmaids went up wth 
joined hands to receive them. 

This anecdote is quite in accord with the possibilities of the Indian pastoral tradition; for 
to this day it is customary for women to bathe unclothed in the rivers and sacred pools of the 
Fahjab and KSshmTr. In India generally, however, it is more usual to wear a single garment, even 
when bathing in complete solitude, and this practice is invariable in the case of men. In the 
Krishna Lila it is always understood that the nakedness of the goffls is an image of the poverty 
and humility with which the souls of men must submit themselves to the will of God. 

This subject is illustrated in Plate xlix, b, where the milkmaids have returned to the water, 
and are asking l^ri Krishna to spare their confusion. An inferior Jaipur drawing of the same 
subject will be found in Brit. Mus. MS. Add. 22363, no. 8. 

I have also a good Pahari drawing^ in which the g(^ have emerged from the river naked 
and are approaching Krishna’s tree with gestures of submission. In the accompanying text Krishna 
reproves the milkmaids for bathing naked in the river, on the day of their self-appointed fast : 

w nit ipiTt ^ % 5m irt ^ ftnRC ^ ^ wur 

nrnmJT 11% wtr aritii 

‘ When Krishna-deva-ji said (to the milkmaids) “ It is your sin that ye bathed in the river 
naked on the day of your fast”:* (then) having taken to heart the Lord’s rebuke, they made 
obeisance.’ 

Krishna fed the wives cf the MathnrS BrShnums. The herd-lads being one day hungry, 
Krishna sent a message humbly requesting food from the Brahmans of MathurS. These Pharisees 
of the legend, occupied with their many prayers, refused all alms until their sacrifices had been 
completed. Then Krishna sent agmn, this time to the wives of the BrShmans; and no sooner 
was the asking done, than they rose from their cooking and hastened to carry golden dishes of 
food to Krishna with their own hands. The husband of one woman did not allow her to go; 
yet by the fixing of her thoughts on Krishna she left her body and before all others reached and 
was united to Him as water is joined with water. Then came the others to where Krishna awaited 
them beneath a shady tree, and they gave Him their ofierings with true devotion. Krishna received 
these offerings very graciously, and the women returned home, fearful lest they might be outcast 
by their husbands ; but the latter, repenting of their hardness of heart, exclaimed, * Better than we 
are the women, who without prayer, austerity, or sacrifice, bravely went and bdield 5 ri Krishna, 
and witii their own hands gave Him food.’ 

This episode is very well illustrated in a popular K§gg]r£ work reproduced on Plate lvii. It 
will be noticed that this is really a procession, beginning at the lower right-hand comer, and 
proceeding in three divisions to Kririma in the top left-hand comer. The lower left hand shows the 
woman whose husband prevented her departure. 

* My collecdon, vol mi, f. 40. 

* Vate-dhSreAe: vrata is any vow or ntoal volnntanly 

undertaken, a work of supererogatioii, not belonging to daily 
dnty; and Krishna’s not vety severe reproof 6iigs;e8ts that 
a graver demeanour would have been more appropriate duimg 
tbeir &8t. In the Purtbia (and Prma Sifftaa) 


the blame is laid on them because the nver is haunted by 
the god Yannnt. These ‘reasons’ r^esent the survival of 
popular ideas m a stoty which has received a mystical m- 
terpretation, and this instance is typical of the process by 
wlmh the whole of the BrindSbana hlla has been given a 
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The women with offerings to Krishna is the subject of very many other drawings and coloured 
pictures, often of high merit (Plates xlvi, lk, a). 

HCrisAna-GovarelAana-iikaya, Krishna raises Mt Govardhana. Sri Krishna instructed Nanda and 
die odier gopas to abandon the worship of the Vedic Indra,' and to worship Br§hmans, cows, and the 
hill Govardhana. Indra was much angered, and sent down on Gokula a storm of lightning, rain, 
and hail ; but Krishna, easily lifting the hill Govardhana upon his little finger, sheltered all the Braja 
dwellers and their flocks and herds. This is a ftivourite subject of the PahajI painters. 

The earliest known representation of this episode appears on the Mandor pillar. 

Krishna DudkSdhUrf, Krishna milking. In some respects the most important of all the 
Rnjput pictures here reproduced is that found on Plate xlv, where Krishna is represented dressed 
as a milkmaid, milking a cow ; by this trick He has found opportunity of speech with RadhS. This 
is an episode not specifically mentioned in the BhSgavaia PurSita ; one might think it an illustration 
to some song of Candidas, who has much to say of the curious shifts and stratagems that Krishna 
uses to effect his meetings with Radhi. But there is no proof that was known in the 

hills, and it is more probable that we ought to connect the pictures of this type with some such poems 
as KeSava D^’s Rasi&apriyH, vii, 33 , where Radh^ wails : 



Fibvre 3. I§il Krishna DudhSdhSi! : PahSii drawing (Garhwal), probably imd>i8th centniy. Slightly reduced. 


‘ Where and O where hast thou hidden thyself to-day, O Lnla ? Our dear blue heifer’s new-born calf 
She will nowise suckle to-day, O Ke4ava, nor will she let me go near to her, nor come to me I 
I am hurrying on and running to call thee, 1 am all alone in despair, 

O Govinda, do not even pretend to be proud in this very Gokula village where once thou grazedst 
cows ! ’ 

The picture shows that Krishna has come, and the blue heifer gently yidds her iriiTTr The 
same subject, except that Krishna is not disguised, and three gopis are present, is illustrated in 
the accompanying drawing (Figure 3 ) from Garhwal.* This, too, is a work of extraordinary beauty 
and passionate abandoa Whatever may be said of certain hieratic forms, here at least is an art 
that is written in a universal language.* 

* Just as the story the banishment of KsHya relates to 
the subsbtDtion of the cnlt of Kridina for that cS Ksgas 
formerly prevalent at MathiirS, so the defeat of Indra indicates 
the supersession of the wherever toe Vaignava 

movement most prevailed. The Vaignava system was on the 
one band a sobstitQte for old animistic superstitions, and on 


the other hand replaced old Vedic ritualism and ortoodoqr. 

* My colleclion, v6L v, £ 14. 

• The two works last referred to, not to speak of any 
otoers, show that Indian artiats do not 'always leave the 
meaning of a picture to |be apprehended indirecUy, by lecc^- 
sitton of toe subject-matter instead of ditecdy through s mood 
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Tfu RSsa LlUt. Here the gopis are represented as leaving thdr homes by night to follow the 
sound of Krishna’s flute, and as joining with Him in many blissful festivities. 

During a part of this time Krishna bestows his flivour upon Radha alone; but conceit came into 
Radhil’s mind, and thinking the Beloved wholly subject to her charms, she prayed Him to carry her 
upon his shoulders. So Krishna smiled, and invited her to mount; but when she stretched forth 
her hands to do so. He vanished.^ 

* As her hands were outstretched, so with extended hands she remained standing ; just as, by 
pride, lightning may have been sq>arated from the cloud, or the moonlight, ai^ry with the moon, 
may have lingered behind; and the brilliance from her fair form, escaping and spreading on the 
earth, gave forth such beauty as though she were standing on a ground of shining gold . . . and 
heaving great sighs because of the separation from her Beloved, she stood alone in the forest, and all 
the beasts, birds, trees and climbing plants, hearing the sound of her sobbing, were weeping also.’ * 

This subject is illustrated in the drawing reproduced on Plate lix, b, which has the following 
Sanskrit inscription : 

Tpcpr: fjRiPRTf ^ i 

(read for ^ and vkt: for vsp) 

* So saying. He spake to the dear one, “ Come on to my shoulder”, and tiien disappeared : she, 
left lacking, suffered torment’ 

Meanwhile the gtpis were seeking distractedly both for RidhS and Krishna : they found Radha 
in distress, and returned with her to the river bank, to sing the praises of Krishna and enact his 
deeds, hoping that he would return of his own free will. And when he came not, they fell down 
senseless with grief. 

* Then in their very midst the son of Nand appeared. 

As a juggler who disappears by closing the eyes (of the lookers on), and again appears. 

When Hari was seen to come, each (of the milkmaids) came to life again. 

As if the vital mrs should descend on a corpse, and the senseless limbs revive.’ 

And He said : 

‘ Now I have tried you, you have remembered and thought upon Me, 

You have increased your affection towards Me alone, like beggars newly enriched. 

You have chosen my service, abandoning thoughts of the world and the scriptures. 

As a Vaii^ abandons his home, and gives his heart for the love of Hari. 

How can I do you honour ? I cannot reward you enough ; 

Though I should live for a hundred of Brahma’s years, still I could not be freed of my debt’ 

The most essential part of the Rasa Lila is the subsequent union of Krishna with the 
in the Rssa Marcia or General Dance.’ To see this sight the gods attended with their wives, 
and rained down flowers, and there was such harmony of ragas and rOgv^ that wind and water 
ceased to flow, the moon and the stars were astonished, and six months passed while none were 
aware. At the dose of this time Krishna teaches the milkmaids that they must return to their 
worldly duties, and must seek for Him in their own hearts and the round of their daily life. 

Amongst the RJSljput paintings there are many different representations of Krishna dancitig. 
The typical RSsa dance is the R&sd Masala or General Danc^ in which the Lord by 
multiplies his forms and dances with the milkmaids in a ring, standing between each pair, as * common 
to all and spedal to each’ : ^ 


expressed In line and form*, as has been snggested (BinTon, 
71 u Fbghi of At Drsgo», p. 14). On die contraiy, as 
Mr. :^7on says himself m another place, ' Here is a beauty 
not of &e senses, but of the spirit; or rather of the spuit 
through the senses.* (* Quarterly Review*, April, 191^ p. gad.) 


* Ihave another drawing (voL vSi, f. 93) representing 1^ 
Eriidiiia actually oanying RSdUl upon his back. 

* I?rma Ssgara, ch. xxxi (rs JPurd^, where, 

however, BAdhS is not yet mentioned by name). 

* JPrma SSgara, ch. xxxiv. 
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‘Two and two ^^gopis held hands, and between each pair was Krishna their friend . . . 

Gopi and Nanda-kumira alternate, a round ring of lightnings and heavy doud, ^ 

The fair Braj girls and the dusky Krishna, like to a gold and sapphire necklace/ 

This subject is represented in the accompanying sketch (Figure 4 ), probably a design for 
embroidery, giving one-fourth of a circle of twelve figures. 



FiGintx 4. Rasa Mandala, the circular dance of Knshna with the nulkmaids of Bnnd&ban (Sketch of one-fourth of the 
circle of twelve figures, Pahar^ iSth-ipth centurj, about | original size.) 

There are also many pictures ^ in which Krishna is represented as dancing with Radha in the 
centre of the ring ; the central dance is either concerted, or Krishna and Bildha are holding hands 
and swinging round and round, their feet touching and bodies leaning apart. There may be a chorus 
of milkmaid-musicians external to the ring. In other cases Krishna and Radh^, or Krishna alone, 
dance to the music of a chorus, and there is no ring. There is a magnificent example of the latter 
type in the library of the Mah3raj5 of Jaipur ; cartoons from the same hand are reproduced in Indian 
Dranmngs^ II, Plates i and n, and here in Plates ix, x. 

Closely connected with these subjects is the D&na Ltl&, or ‘Taking of Toll’, of which there 
exist several versions in Sanskrit and Hindu This is properly a part of the Krishna Lil3, but it 
is not in the BkSgavata PurS^, and forms an episode complete in itself. The milkmaids set 
out to sell their curds and milk, and on their way they have to cross the Jamuna. But when 
they reach the ferry, there is Krishna with his herdsmen, and claims a toll. After much dispute, 
the milkmaids offer some little gift, but they refuse to acknowledge the right of taxation. One 
of the herdsmen, however, hides the boat ; the darkness is falling, and there is nothing for it but 
to remain with Krishna, for the homeward path is full of danger for the bdated traveller. The 
milkmaids yield, and render to Krishna not the toll alone, but body and soul and goods. 

The meeting of the milkmaids and the herdsmen, with Krishna, on JamunSL bank, is the subject 
of two or three PahSjT drawings* in my collection, and one from Patna which has been adapted to 
illustrate my edition of the X>Sna LUa in English.* None of these drawings and pictures, however, 
hasiany inscribed text 

It may be remarked here that in the course of the dispute about the levy, Rsdha says that 
if Kaips RSI hears of Krishna’s exactions, he will send to arrest him as a thief ; and a similar idea is 

‘ A good example from Jaipur la exhibited fmaed m ihe * The Tekmg of ToU, ittfig the USna ZUSt transhUd mto 

rooma of ihe Royal Aaiatic Some^, Loudon. JBngUth, by Ananda Coomaraswamy, Loudon, r9rg 

* £. g. voL viii, ff. g3, <7. 
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elaborated in the amusing episode of Radha’s attempt to take her revenge, when she appears with 
a company of milkmaids (very transparently) disguised as soldiers from MathurS, and endeavours 
to make the thief a prisoner. A picture of this episode, in my collection,^ is inscribed with the 
following text: 

’larpf WTwr ^ ^1^ ’Ip it ?[Tfir^ a 

ff^anft^?raFfWfti*tfTOtfiPrSl iWtartafftira^NtgwPr^a 

' Putting on Radha the guise of the king’s guard, the milkmaids brought her from Mathura into 
Madhuban grove, 

She says to Krishna, “ Stop, stop, Kaips Rai wants you ; by whose leave, hark you, do you steal the 
curd from our jars ? ” 

Away went the elder (lads) together, and Deva l^ySma dashed away, but, bdng still a child, she 
caught him by the hand : 

(Yet) he got away by his clever tricks, and while the fair one looked upon him, she smoodied her 
brows and smiled at his childish pranks.’ 

In this picture the disguised milkmaids, led by Radha, have come upon the lads in the act of 
stealing curd from the sellers of milk ; Radha has caught Krishna by the wrist, while the other lads 
are making off or hiding. 

Slaying of ^aykh&sura. Krishna with his brother Balarama now enter upon the study of the 



F 16 VRX 5> The death of Sa^Iil^ura at the hands of Endina. Four devas axe present as spectators School of 
Jammu, iffb-iSth oentoiy. Traced fiom the onginal and shghtlj reduced. 

Vedas, under the Rishi Sandipani, and complete the course in sixty days. Their Guru asks as his 
teacher’s fee the restoration to life of his son who has been drowned in the sea. Kriidma goes to the 

^ K5i|gj’3<6aihv9l, late iSth-z^th century. Uy collection, vol wn, £ gfr 
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sea and is informed that an asura, by name ^ai^khasura, ‘ who lives in my waters in the form of 
a conch’, is responsible for the boy’s death. Krishna enters the waters and kills the demon.^ 

This is a subject frequently illustrated, and I give here an example traced from a Jammu 
drawing, probably of the i8th century. The same subject occurs on Rajput playing-cards 
(Plate Lxxvii, b). The drawng reproduced illustrates several typical conventions of Rajput drawing, 
such as the formula for water, and the curious tree, which recalls the trees represented in Jaina 
paintings. 

[Krishna now sends a message to the milkmaids of BrindSban, that he will not return to them as 
a cowherd, but they must find him by devotion and knowledge, in their own hearts. This brings the 
Brindabana section of the Krishna Lila to a natural close. It is at this point that the junction is 
effected of the mystical story of Gopala Krishna, with the orthodox mythological accounts of the 
Vasudeva Krishna of the Mahabhirata. 

[At this time the Kauravas were tyrannizing over the Pandavas, as related in the Mahabharata, 
of which Krishna is made aware. Krishna is driven from Mathura by the relatives of Kans, who 
attack the city with great armies ; he abandons Mathura and settles at Dvaraka on the sea. Krishna 
becomes the rival of i^iiupala for the hand of Rukmiiu, daughter of Rukma. He makes an appoint- 
ment with Rukmini, and they elope together, and are married at Dvaraka.*] 

The Marriage of Aniruddka. Aniruddha is the son of Pradyumna, the son of Krishna and 
Rukmii^T. U§a, the daughter of the asura Vanisura, falls in love with Aniruddha in a dream. She 
wakes, and knows not the name of her beloved. Then her sakkl Citrarekha * called for aU her 
drawing materials, and took her seat ; and having propitiated GaneSa ^d l^arada, and meditated on 
her spiritual preceptor began to draw. At first she drew and exhibited the Three Worlds, 

the Fourteen Spheres, the Seven Isles, the Nine Parts of the Earth, the Sky, the Seven Seas, the 
Eight Heavens and Vaikunfha. Afterwards she severally drew and exhibited all the Devas, Danavas, 
Gandharvas, Kinnaras, Yaksas, Rishis, Munis, Lokapalas, Digpalas, and the kings of every country ; 
but Usa did not find the one she wished for among them. Then Citrarekha began to draw and 
exhibit one by one the forms of all the Yaduvaipsis; and hereupon U§a, on seeing the portrait of 
Aniruddha, said , " Now I have found my heart’s thief! ” ’ ® Then Citrarekha brings Aniruddha secretly 
to Usa’s palace. He is discovered there by Vanasura, finally defeated in a great conflict, and 
taken bound Krishna is then informed of these events by Narada,* proceeds thither and defeats 
the asura in a pitched battle. The lovers are then married with the consent of the latter. 

Of these events, I have a number of pictures * by different hands, as follows ; a partly coloured 
drawing of the breaking of the banner; one drawing, by the same hand as the Nala-Dama3ranti 
senes, representing the lovers in a tower, the base of which is completely surrounded by rahsasas ; 
and two other drawings in a related style (numbered 34 and 35), representing Aniruddha bound, 
and the grief of the Yaduvamsis on hearing the news. 

The Diversion of the famunS. Shortly after this, BalaiSma visited Nand and YaSodS at Braja, 
and danced with the milkmaids. One day BalarSma commanded the JamunS to flow to his feet, 
that he might conveniently bathe. When the river paid no attention to his commands, he took 
the plough that he bears and drew her towards him — ^and the bend in the river remains to this day. 
This is an episode frequently illustrated.® 


* The text does not sav that Krishna assumed the fish 
foim, hut the pictures depict the Matsya Ava^ form of 
Vishnu. The story, however, is qmte independent of that 
of the true Matsya AvatSr. 

* This episode has been made the subject of separate 
poems; a has been illustrated by MolaEiSma. 

' Prema SSgara, ch. Iziu. This affords a very interesting 
l^aqise of the ntualistic aspect of the painter's art, and at the 
same tune of the subject-matter with which a Vai^va artist 
was supposed to be acquainted. That the handmaid of a 
princess should be an accomplished artist is quite in accord 
with the fomihar tradition of dasric Sanskiit drama. The 


episode of the diawing of a portrait in the manner just de- 
scribed is usually represented in the PSffamalas as Dhai^th!. 

* Nibada, one of the Seven Eishis, is the messenger and 
counsdQor of the gods. ' The first and foremost adept of this 
ia^a, hia mission is to spread occult knowledge, by unceasingly 
playing on the seven musical notes ... He is the only risM 
of whom the oifid is a constant accompaniment’ (Pumendu 
Kaiayan Sinha, The ShSgeeeata Puratfo, p. g). Nlrada will 
be recognized by the vitfS amongst the Seven Rishis in the 
JOnUA of PJifma reproduced on Plate xxzvn. 

* My collection, vol. ix, ft y-is. 

* Ibid., vdL Till, f. 54. 
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Krishna as Arjunds Charioteer. At this time Krishna (who had already gone to the aid 
of the Pandavas when they were imprisoned in Benares) was invited to a great sacrifice. On this 
occasion l^iSupSk abused him, and was sldn by the discus. Subsequently Krishna went again to 
Hasdn^pur to assist the P3Q<hivas in the great war. Here he became the charioteer of Aijuna, 
to whom he revealed the Bhagavad GUS on the field of battle. He was also present at the 
death of Bhl§ma. These events are not referred to in the BhSgavata Pur&i^, but form a 
common subject of Rljput painting,^ and the chariot scene often appears as the frontispiece 
to manuscripts of the Bhagavad Gita^ which is also sometimes further illustrated by earlier e^sodes 
of the Lila. 

The Story of SttdSmS. Sudama (!§ridama) was a very poor Brahmana, but formerly a fellow 
pupil with Krishna in the house of their common teacher. Sudam3 visited ^ri Krishna at 
Dvaraka, and was received with great kindness ; and on returning home, found that his own humble 
cottage had been transformed into a palace. My collection includes five late PahSp illustrations 
of this story, viz. Arrival at Krishna’s Palace, Departure thence. Arrival Home, Welcome by his 
Wife, and Life at Home. The first of these events also forms the subject of the Jammu picture 
reproduced on Plate xxix, inscribed reverse in 'J'Skxi characters ; Klsane ka4ha Stid&m& SyU, ‘ iSri 
Krishna rises on the arrival of Su(^ma.’ ‘ 

Episodes from Earlier Branches of the BhSgavata PurSeta. What has been related above 
accounts for most of the paintings directly illustrating the Krishna Lila. But Vai^tiava art — as 
indicated also in the catalogue of subjects quoted above in connexion with the story of Aniruddha — 
is concerned with all things in the Three Worlds, alike Past, Present, and Future. Many events of 
mythic history are accordingly illustrated, as for example The Birth of Brahma) in this representation 
Brahma is four-headed, seated upon a lotus which rises from the navel of Narayaj^ (Vishnu), who 
reclines on the serpent Ananta, attended by Lak$mi. In most examples two asuras are approaching 
to attack. 

Another old Paurai^c subject very frequently treated is the Salvation of the King of Elephants 
(gajendra moh^a), sometimes referred to as the Erhard and Crocodile {gaja grsJui\. A striking 
example is reproduced on Plate xvi, and this closely follows the type of the well-known Gupta 
bas-relief at Deorgarh.^ The story runs that two great rishis, each a devotee of the Adorable, incurred 
such curses from certain other saints, that one became a crocodile, the other an elephant, each forgetful 
of their former faith. One day the elephant went down to drink just where the crocodile lay ; the 
crocodile seized him by the leg. A struggle raged for a thousand years, till at last the elephant’s 
trunk alone remained above the waters. Then there came to him the memory of his former faith, 
and he sought refuge with the Adorable. Breaking a lotus flower he offered it to Bhagavan, crying 
to Him for aid. He took the form of Hari and, riding upon Garuda, instantly appeared, and slaymg 
the crocodile with the cakra^ saved the elephant ,* and both attained salvation by his grace. The 
two are counted amongst the number of the Forty-two Beloved of the Lord, the ‘Hari-Vallabhas’ of 
the Bhc^ieoen&lS.^ 

Representations of this subject vary considerably. In some the graha is a veritable crocodile, 
and holds the elephant by the trunk, in a manner inconsistent with the above accotmt. A version 
of this kind has evidently formed the basis of the cover-illustration of Kipling’s fust So Stories. 
In other examples the grSha is more like an octopus, with many tentacles winding about the 
elephant’s feet, or, as in Plate xvi, like a loathly worm with many eyes. These types fit well with 
the generally understood interpretation that the elephant is the soul of man entangled in the snares 
of lust and pleasure,* powerless to save himself without the aid of the Adorable. 


* Mj collection, vol vHi, 1 19 ; also Plate zxxvn, a. 

* The JPrema SSgara, rende^g the Si^eeoata PurS^a, 
sajs: 'When SiuttM entered, as soon as ^ Krishna saw 
Mm, be descended from the thronei, advanced forward, and 
met him.' 

* See Burgess, Aneieet Mornmenk ii, Plate sga. 

Also Goiiinatha Rao, Bkh Imogrqpfy, Plate ixsa, t. 


* See Gnerson, 'Journ. Royal Ajnatic Soc.*, London, 
April, 1910. See also the Vupi-PAd^asata^ YIL iiL 30. 

* With grSia cf. the usage of gra^ as 'the sdser', 
with reference to the sense organs (^kam, on the Brahma- 
sQtra, a, 4. 6). The 'crocodile' is plainly the principle of 
desire, the devil 
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A drawing ‘ of the octopus type has the following inscription ; * 

‘ May that Hari remove the multitude of your sins, who, upon the crying of the king of elephants 
seized by the crocodile, immediately appeared riding upon Garuda, hastening in bumii^ grief, with 
garland, jewels, and gear, roaring like a thunder-cloud, holding in his hands discus, arrow, sword, 
conch, bow, sling {?), and eke the mace, and (with a hand) dispelling fear.’ 

In the drawing Hari has eight arms; one hand is raised in abhaya ntudrS, the other hands 
carry the weapons mentioned. The grc^ is something like a white ant with long thin tentacles. 

Tke Churning of the Ocean. Another commonly represented subject well known in earlier 
Indian art. The mountain Mandara was the churning rod, the serpent VSsuki the rope, and the 
dooas pulled at the head, the asuras at the tail. The first product was the world-poison, which 
^iva drank out of compassion, and whence his throat is stained blue ; this is usually represented 
in the paintings as a small blue spot (seen on the throat of ^iva in the painting reproduced on 
Plate LXiv). Then came various treasures, and then Lak§ml, who accepted Vishnu as her Lord. 
Paintings are abundant, representing Laki^ml risen from the ocean upon the flower of a lotus, 
and bathed by the two or four elephants of the quarters (Plate xxviii, a). Next there arose a vessel 
of Living Water for which the dems and asuras contended ; Vishnu assumed the form of a 

beautiful woman (MohinT), and obtained the consent of the asuras to order its distribution herself. 
One asura, however, sitting amongst the devas, became immortal by the draught shared out amongst 
them ; he was beheaded by the discus of Vishnu, but could not be slain, and his head is Rahu who 
still pursues the Sun and the Moon at every eclipse. This subject also may be found amongst the 
Paharl pictures.® 

The Lotus of the Heart. I have more than once met with paintings representing a white 
lotus-flower enshrining figures of Laksmi-Narayana* or ^iva and Parvati.® The flower is pendent, 
like a harebell on its stalk, and the area of the pericarp is filled with fire, within which are seated 
the divine figures. Such pictures may be regarded as corresponding to the poetic intuition of 
‘ heaven in a wild flower, infinity in a grain of sand ’. But the reference more exactly defined is 
to the eight-petalled lotus of the heart, the flower of which is pendent. It is enjoined upon the 
worshipper to meditate upon this lotus, and upon * My form within the fire This is the first stage 
of a meditation which is to result in abstract vision of the Unconditioned.^ 

Allied in character to paintings of this type are the more frequent representations of Vishnu, 
alone or with Lak§ml,® enthroned upon a lotus seat [padma^and), or of Devi ® similarly represented. 
These figures are often surrounded by the implements of ritual worship, or accompanied by 
a worshipping figure (Plate vii) ; tliey correspond to the dhySna mantram which are to be visually 
realized in personal worship of the ista devatS.'^^ 

The Gita Govinda. The ‘ Herdsman’s Song’ of Jayadeva relates the separation and reconciliation 
of Krishna and Rj.dh&, in the form of a lyrical drama. The Lord is entangled in the world of the 
senses, represented by the gop^. He is ‘ reminded’ by the * messenger’, and returns to Radha, whose 
forgiveness is the perfect unity of soul and body. This poem is illustrated by three Early Kaggra 
paintings — ^the remnant of a series — of which two are reproduced on Plates xxxvn, xxxvra. In the 
third, not reproduced here, the figure of the poet himself is introduced, as in the actual poem. 


1 Kagg^, i8th centnty ; xny collecttoa, vd. viii, f. 6i, 

® Tins is a regular s&sir^a dfySnam, not like Uie * verses 
for pictures' chosen fiom vernacular poems. 

* My collection, vd. viii, f. 68. 

* Ibid, f. 30. 

' Ibid., voL iii, £ 36. Vidt infra, p. g6. 

® Bhe^mda PurS^a, sk. 3d. ch. 14. 


* Pumendn Narayan Smha, the Bh&gcaaia Pwaiia, 
pp. 296-^, 396. 

* My collection, vd. viii, ff. 27, gi, ga. 

' Ibid., vdI iii, ff. 9, 14, a6, ay, && and vd. iz, f. 39 
(here Plate vu). 

^ As described by S. C. Basn, Dai^ Praehce (f tie 
^ndus, Allahabad (and ed. n. d.), pp. 48, 49, y8, 79, 140, &c. 
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appendix to chapter I: THE CULT OF ^Rl NATHA-JI 

X « 1 -t.- the son of a Tailagga Brahman, was born a. d. 1479- He lived at Bnncfeban 
'ded a Krishna cult for the worship of the special m^festation of 6 n Krishna 
and Mathura, an mythically related in the following legend : While Vallabha ws living at 

as 6 ri Nat^-Ji* ^ ^ manifested himself on the Govardhana hill by the n^e of Deyadamana 

Brin^ban, . . ,nanifestation consisted in the discovery of a buried image. Natha-ji 

or ^ri NStha^ji. Tins n» summoned him to visit him. and commanded him to er^ 

appeared to Vd a preach his worship, without which there could be no access to the 

a shrine for himself This wi the origin of the cult of Natha-ji.» 

pustimSrga, the Pam o persecutions, the VaUabhacSris sought the protection of Siqgh 

Itt the 2d th<L villages, and invited them to bring the image to Udaipur. The p^ 

of Udaipur; he grange ^ honour, but the wheels of the cart stuck fast at a place now called 
was met on the miles north of Udaipur, and this was taken for a sign that the god 

Nathadvar, abou Lected on that spot, which was done accordingly.* 

wished his shrine to ^ ^ influential sect throughout Western India. Pictures of 6 ti-Natha-ji 

The Y®^^^-tT,advSr in great numbers, and brought away by pilgrims. They may be seen, 

are painted at Na shopkeepers’ booths at Mathura. m i. - 

for example, m most o main types, those illustrating the original manifestation of Sn Natha-ji 

The pictures are o ^ Govardhan), and those in which he is represented as an object 

(i. e. the discov^ former subject is represented in Plate xiv. The buried image is seen in the 
of worship. The to picture where one of the cows of Govardhana is making an offering 

upper left-hand comer Vallabha is in the act of establishing the image in a shrine, 

of her own milk. Tailatiga BrShmans in attitudes of devotion, and a servant with a bale 

Below, to the left, af® -Hrine On the right are two princes of Udaipur, of whom the foremost 
of offerings for Ae priooies, wi* oSori^ of nJlk and cnrf. Thn 

is no doubt Raj Sigg . ^ villages (with a temple on the nght), and two 

foreground is occupie one of the latter is surrounded by little c&atris, or stone pavilions, 

bathing tanks ® .j^nt of the foremost Brahman, a true bhakta, whose eyes are closed 

The most beautiful tigurc 

and hands outstretched in fement^a^om^^^ represented in the two figures of Plate xv. In l»th 

6 ri Natha-ji ^ ^ jjgjid raised and holding in the left hand a cup of milk; 

examples he is r^ attitude of devotion. It may be observed that Dauji (BalaKima, 

RadhS stands at v .3 represented in exactly similar paintings, but behind his head there 

the a many-hWed DvSrakanStha, on the other hand, is represented as 

four-armed. . O n vy * For the derivation of this form fivm that of andcnt 

g Bhandarkax. r9i4V^‘i.P- 4X6)- images see Vogel. 

1 Atmali of ^ ^ a/ ibfe/lS«r^ 1910 , p. 89 . 



CHAPTER II 

^rRgara 

The following section, in which are described a few of the paintings made to illustrate the 
extensive literature on Love-poetry, must be r^[arded as a continuation of the subject-matter of 
the Krishna LilS.; for whenever love is spoken of, it is the love of Krishna and Rsdha manifest 
in other bodies, and it is almost alwa 3 rs their figures that are represented in the paintings. 

We shall try to make a little clearer tibe Indian love-experience. Romantic love in India, as 
might be expected in a land of such severe social etiquette, is a matter of love at first sight — sight 
of the Beloved in a picture, in a dream, or in actual life, it matters not The meeting is always 
the meeting of Dante and Beatrice, never the gradual liking bom of proximity and friendship. And 
this inexphcable love at first sight is always descnbed by the poets and the painters in terms of 
physical enchantment ; for they do not know the anti-mystical conception of soul and body as separate 
and warring entities, and for tiiem the inner and the outer man are one. To love is to desire : and 
because of this, and of her greater consciousness in a society where the physical aspects of love 
are the symbols of religion and the theme of art, the woman is the more reserved. She is likewise 
of profound humility, for it seems to her that all she has to offer is so little ; here the religfious motif 
enters, for it seems to the soul that she is infinitely little in the presence of the infinitely great. All 
these considerations go to determine the speechless shyness and submissive g^ce with which the 
navala bows her head when first she is left alone with her Lord, and the utter desolation 
of the mroMifi. More than this, they go to explain the heroism of the Rajput warriors who donned 
so often the bridal robes of death when every hope of victory had gfone, certain that none of those 
they loved would fall alive into the hand of any foe, but would be waiting to receive them in another 
world. They help us to understand the spiritual significance of satl^ when we find it constantly 
employed in mystic symbolism, not merely by a court poet, such as Nau’i, but by one so human and 
so gentle as Kabir : 

‘More than all else do I cherish at heart that love whidh makes me to live a limitless life in 
this world . . . 

It is like a wife, who enters the fire at the bidding of love.’ 

Rarely has any other art combined so little fear with so much tenderness, so much delight with 
such complete renunciation. If the Chinese have taught us best how to understand the life of 
Nature manifest in waters and in mountains, Indian art at least can teach us how not to misunderstand 
desire, for we are constantly reminded here, that the soul of sweet delight can never be defiled. 

Just as in the corresponding music, we are deeply impressed that it can be possible to utter 
so much passion with so little vehemence ,■ ^ and so far is this the case, that it is not difficult at first 
sight to overlook to what extent these poems and pictures are firanldy amorous. But the more one 
follows this impassioned art, the more is it dear that its complete avoidance of sentimentality, the 
certainty of its universal appeal, are founded in its constant reference to the physical fact. The 
abstract and the spiritual are constantly proved by reference to the concrete and triati»ria1 as is only 
possible where it is believed that all is intertwined, and, once more in the words of Kabir, that ‘ All 
the men and women of the world are His living forms.’ 

The word ‘^fggara’ refers especially to the sentiment of love as represented in literary art 

* A. H. Fox-Strangways, ThuMutk of BinAus&n, p. a : wUhout bdng Bentimetital and uttm passion vlfhoiit vefae- 

' do not know what to make of music which is dilatoiy menoe.' 
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The Indian literature devoted to this subject is extensive and profound. One is amazed at the 
combination of such intimate knowledge of the passions of the body and soul with the will to codify 
and classify. But we must not be misled by such elaboration to think that all this literature is 
‘ardficiar in any other sense iban that it is the work of very skilful craftsmen using special con- 
ventions ; on the contrary, it is so closely moulded on experience that it is only in proportion to 
the extent of our own experience that we can appreciate its realism. What is most impressive is 
that so much knowledge — such as here and now behind the Western Gates we fancy cannot difiFer 
from familiarity that breeds contempt — should be combined with so much tenderness; that such 
unwearying research should be constantly illumined by the mag^c of a first kiss. 

The Indian SfggSra literature in Sanskrit is fairly accessible.^ But the literature with which 
we are more concerned, though it is largely based on the Sanskrit prototypes, is written in Hindi, 
and little of it is available to English readers.* This special literature of Love and Rhetoric is, 
nevertheless, of great importance to the student of Rajput art because it has provided the RSjput 
painters with a constant supply of ‘verses for pictures’. These verses stand in much the same 
reladon to a great part of Rajput painting, as the sUdhan&s, laksamms, and dhy&im mantrams of 
the ^ilpa ^astras to iSsinya sculpture.* 

We shall now describe the pictures which are related to the literature, classified according 

to the canons of the rhetoridans. 


THE EIGHT NAYAKAS 


Hindfl writers classify the heroes {^yakas) and heroines (nayakas or nayikas) of literature in 
many different ways. From our point of view, the most important of these classifications is that 
of heroines in eight types, the Adanayakax for sets of illustrations of the Eight NSyakSs are a 
favourite work of the Pahafi painters. In the majority of cases these pamters follow the definitions 
of KeSava Dasa,^ and very often the appropriate verse of his Radkapriya is inscribed on the actual 
picture. The names of the Eight N9.yakSs are as follows : 

SvadhAnapaiikS^ she whose lord is subject to her will. 

Utka^ Utkala, Utka^thita or Virakotkanihita, she who expects and yearns for her lover. 

Vasakttiayya or Sajjika, she who expects her lord to return from a journey, and waits with the bed 
prepared. 

AbJds&mdhita or KaUthantarUa^ she who repulses her lord when he seeks to soften her pride; she 
repents when it is already too late. 

Kka^ita, she whose lord has spent the night away from home; when he returns in the morning, she 
reproaches him bitterly. 

Prositorpatika or Prodiapi'^asT, she whose lord has gone abroad, appointing a time of return; 
the day has come, but he has not yet returned. 

Vipralabdfia or Labdhampra, she that keeps an appointment, but night passes without ha* lover 
coming. 

AbhisaHka, she who goes out to seek her beloved. 


^ E.g. Schnudl; Sairagt Kur tnimhm Mrohk, LeipiSg, 
190a. 

* But see Gnerson, ne SttisatyS of JBthSfi, Calcutta, 

1896, which mdudes a translation of the of 

Jas’vant Smgh. The great HmcB authonty, however, is K«$ava 
Dasa, who is often quoted bjr the painters; his two 

works are the Raakapny& and the JSas^ylL 

* The custom of inscnbmg pictures with an appiqpiiate 
verse is an old one. C£ Bhavahbiiti, MskM-na^hwoo^ L 36. 
It js said that certain of the AjantS frescoes ate inscnbed with 
verses from Axya ^Qia’s JHUahm^ (Wmtenutz, GtsebeiU 
dir Ittdtscbm ZiArsAv, IL 1, p. 314). 

Eedava DSsa was a BiShmana of OrchS. His JRasikh 


frtyS, the most authoritative woik m Hind! on the analj^ of 
love-poeti]r, was completed in S. 1648 1591). I have 

published the text and trandabon of ch vii (dste(-ni^ak&‘ 
vartfom), wuh sixteen reproducdons of PahS;! pamtmgs of 
the ttSyaiSs, m the ^ Joumal of Indian Art No is8, October 
19x4. 1 have also five leaves of a mannscnpt of the Jiastia- 
pny&, written about a. n. 1600, and lUnstrated on eveiy page ; 
but these iQustrabons, though puiel; Hindu m matter, axe pie- 
dommandy Muj^ m manner, for this reason they ate not 
given m t^ present work, with the exception of one emunple 
(Plate xvm, a). Other wiiten of poems quoted cm 
PabSri pictures are: Mab lUma, Mola lUma of Garhwll, and 
several not identified. 
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SUBJECT-MATTER OF RAJPUT PAINTINGS 

Several varieties of the last are dis ri ngiiished according to the sentiments of the vhdydkSt or the 

circumstances of her journey, e. g. KRm 8 ihis&rik 8 >, KTpUAHsS/nlM, GuybhShhxsd/rik^, &c. 

These nSyakds are represented by the PahayT painters as follows ; 

The Svadhinapatikck is seated at ease, while her lord is kneeling to tend her feet 

The Ut^ waits at the trysting-place, sitting upon or standing beside a bed of leaves under a tree or 
at the edge of a grove. In the foreground there is water with lotus blossoms, and at one side 
the wild deer are grazing or snuffing the wind. 

The Vasakaiayyei looks out expectantly from the door of her house, or is actually welcoming her 
returning lord, while the maids are preparing the bed withm. Sometimes a crow is introduced 
into the picture, the omen of a returning lover. If the husband has actually returned, as in 
the picture, given in the ‘Journal of Indian Art’, no. 128, fig. 13, the n&yak& should be 
distinguished as AgaiapatikS. 

The AbMsamdhitA has repulsed her beloved, and sits on the ground in deep dejection, while he turns 
his back and departs. 

The Khaiuiita meets her late-returning lover in the early morning, and overwhelms him with 
reproaches. 

The Prosiiorpaiika is seated in company with her sakki, and will not be comforted because her lord 
has not yet returned. 

The Vtpralabdh& waits like the Utka by a bed of leaves ; but dawn has come without the expected 
lover, and the nayak 3 is tearing off her jewels in disgust, and casting them down. 

The AbkisSnkd goes out on a dark and stormy night , * some of her jewellery has fallen by the way ; 
cobras twine like anklets about her ankles , the lightning flashes, the rain pours ; and the path 
is haunted by goblm-hags. Sometimes the Abhisarika is represented as just arriving at her 
lover’s house, or at the place of trysting. 

Of these representations two only, the Utka and Abhisanka, are night scenes. 

The following are examples of N&yak&^ar^am texts, translated ; 

Utka Ngyaka {RadkapHya, vii, 9). 

(The ndyakd reflects.) 

“‘Or has he dean forgotten ? or has something misled him ^ or does he rove astray, and cannot find 
the path ? 

Or is he afiaid of something, O Ke^va ? or has he met any one ? or has he fallen in love with some 
amorous woman ? 

Or is he coming along the road ? or has he already arrived ? howsoever it be, surely my Giver-of- 
Bliss will come • ” 

When Nand’s son came not, she wondered for which of these reasons he delayed ’ 

Kamabhis^ka. [RadkapnyS.^ vii, 35). 

(The saMa describes the ndycdid') 

‘Serpents twine about her ankles, snakes are trampled under foot, divers ghosts she sees on 
every hand. 

She takes no keep for pelting rain, nor hosts of locusts screaming midst the roaring of Ihe storm. 

She does not heed her jewels falling, nor her torn dress, the thorns that pierce her breast delay 
her not, — 

The goblin-wives are asking her: “Whence have you learnt this yoga? How marvellous this 
trysting, 0 AbhisSrikal ” ’ 

Another verse {Radkapriya, vii, 3 1) reports the dialogue of ite^aka and nSyakd^ and is appropriate 

to the examples illustrated in our Plates i and xxvii, b. The dialogue runs : 

‘ (He.) Thou hast bought me for a price, thou hast come unasked, I know thy love. 

(She.) Ah, GhanaiySma (Dark-doud, a name of Krishna), the cloud-wreath's {jghanorms^ rolli n g 
led me hither. 

* Ct flie Western sjmbdl of the ‘terrors of the Dim» Dark’— Underbill, ipifi, p, 150. 
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(He.) Lo, there must be danger, where even thy body cannot be seen (so black is the night) f How 
mightest thou see the road ? 

(She.) The lightning, 0 Ke^ava, made it plain,* 

(He.) Up hill and down dale, and through the mud, have not the thorns hurt thy feet ? 

(She.) Courage like an elephant’s gave me great comfort 
(He.) The night is very fearsome ; and thou all alone I 
(She.) Nay, Lord of my Life, my companion was love.' 

The following text by a poe^ not identified, is inscribed on each of the AbhisSrika pictures 
reproduced on Plate Lxxm. The two texts are practically identical ; that of iJtxni, b is quoted : 

II *STTT ^ ^RT *rnj nTfr't.'sr untr ^ttm wfwt*! ^'is|TTR*itTv 

5EIT^ WWW W HR wct ^frjT fw^T T«l*lTi; f I 
^ TO 5g^ ^fnc ^ g;R(w) » 

‘ Leaden and lowering and heavy laden clouds — dight in a robe of black— dark collyrium seen on thy 
eyes, — 

All o’erspread with one dark hue — a deep black bodice on thy body — gleaming serpent — drenching 
rain — 

Lovely the jet-black silken robe, and all thy gear is seemly — ^the blade braid beauteous on thy back 
let fell,— 

At such a time, in such a guise, faring to meet thy Krishna — ^to-day hast diou finished hastily (or 
neglected) thy household labours 1 ’ 

It should be observed that in KeSava DSsa’s texts, and in most of the pictures, the n&yaka and 
nayaJ^S are respectively Kridina and RadhS., the exemplars of all lovera Conversely, it is possible to 
regard any of the pictures as representing some episode in the history of the soul’s affection for her 
Lord, just as in the corresponding songs (e. g. VidySpati, Nos. u, lxxiv, xcin, and cx). 

Two of the Eight Niyakis are represented amongst (he pictures here reproduced ; the Utk3 on 
Plate XLviii, B, and probably also Plate xxvr,B, and the AbhisdrikS on Plates xxvn,B and lxxii, and 
also Plate i {Madhu-wMkavi Rsgin^), Examples of all are illustrated in the ‘Journal of Indian 
Art’, no. 128, 

THE N&YAKA as SVAKIYA, PARAKTYA OR SAMANYA 

Nayakas are also classified in three types, as SvaktyB, (loving her own lord), ParaMya (loving 
one who is not her own lord), and Sdmanya (impartial). A Pahaji drawng^ in my collection 
represents the ParaMyS , ; it is inscribed with the following verse by Ksli DSsa ; ’ 

B 'WT ^ TO ’Tre UIK ’W *WT B 

tTf ’sfl 'idit TOT tRPftiri ^ I 

TO fSnw ^ TO 5 |>arw ^ *^11411 

* She sits by her husband's side and hears the recital, (her veil and his scarf) are knotted together,^ 
her eyes cast down, she never behaves amiss in the eyes of other people ! 

O KaKdSsal then comes Govinda to pay a visit, and the beauty, intoxicate with desires, devours 
him (ux her longing),— 

The shape of that hardy lover remains before her, she flashes a moment’s glance through her veil, — 
Go to I how is the woman’s heart (taken up) with the new sage, while the garrulous puroUt mumbles 
purSmsV 

* Cf. Traln!gfia, MeghoS^ V. 37. * Ganaeuts aie also knotted in tbe ceremony of insrriag'& 

* E^gtft, late i8th century. Mycollection,vol.vui,£34. But here the scene is indoors, there is no fire, and it is 

* Possibly ESh PSsa TnbedI of BSnpura m the Doab, expresdy indicated that tbe &mily pnest is reading from the 

who floonshed abont A,n. 1700 ; but the fome Boggm POrhL PtnSt^. 
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This drawing is in three compartments, and represents the reading of purS/nas in a Vai§nava 
household. The right and left compartments are occupied respectively by men and women of the 
household ; the central compartment shows the master of the house seated with his wife, while the 
purohai or family priest reads and expounds from a manuscript laid before him. The scarf and veil 
of the master and his wife (a gopi of BrindSban) are knotted together, marking their legitimate 
union. Krishna is seated in the lower right-hand comer, and the girl is glancing at him sur- 
reptitiously. 

The ultimate significance of this drawing is the constant Vai^ava theme of the triumph of love 
over duty . the bkaM& chooses that good part which leads her to forget the illusion of family and duty. 

Snidimsions of ike SvaMydi 

SvakiyU heroines are also classified according to the length of their experience. The inexperienced 
or artless n&yaka, the Mugdka, Mugadtnl or NavodhS. is amongst these a favourite subject of the 
poet and painter. The Mugadinl stands also for the timid soul first face to free with the great 
Infinite . 

At any word of dalliance, she tightly shuts her eyes, 

For she has caught a glimpse of the great sea of Love. 

A typical drawing ^ represents Krishna seated with RadhS on a bed ; Radha s body is tightly 
curled, and her head hangs, and she pushes out her hand at Krishna’s touch (cf. VidySpati xxvni). 
Here RiUlhil is Navodk&, the bride who fears the nuptial bed. The text reads ' 

‘ The more that L§la touches her body, the more she curls her body round. 

The tender babe * afraid of Lala, becomes as it were, a woodlouse I * ^ 

The picture here reproduced on Plate lxxiv, b could illustrate : 

What is VidySlpati to think, forsooth ? 

For at the moment of embrace, she flies the bed ^ 

In a somewhat similar drawing,* a sakkl receives the offended girl in her arms; there is the 
following inscription ; 

II ^ I 

‘ The injured girl is full of anger and stands and looks (at her lover), 

The fawn-eyed maid heeds not the signals of his eyes, but has regard to his burning words.’ 

The picture reproduced on Plate lxx, b, could be an illustration to 

A young thing I, unlearned in lore of love, — 

It was the messenger that led me to his side i 

It is a night scene ; the dilfikS is leading the mvala bsda across the moonlit courtyard to her 
lover’s house. They are met at the door by an expectant maid, who holds in her hand a scent-spray 
{cdiar-dilti) and a torch ; the light of the torch throws a heavy shadow behind the two girls who are 
about to enter. Works of this sort exhibit passages of unsurpassed tenderness; there are examples 
in the Nala-Damayanti series, to which the present picture, from the collection of Babu Gogonen- 
dronath Tagore, is closely rdated ; and I have seen many others. 

' KSggxS, late i8di caitiuy: my collection, voI.wu,f. sg * Jttdfp^ad^ is a spemea of Aeam, the 'red vdivet 

A sinular picture in vol. vui, £ 47. uuect', but ^e s^ae is better conti^ed by ‘ voodlouae’. 

* Naotdi isk, 'Nothmg can translate iSlS\ saya * ESggA, early 19th century; my coHeetton, vol. vui, 

Mr. F. W. Bam, 'It means child, woman, beauty, StauiMi^ 1 4s. 

Aaik. C£ Shelton's ‘Ibaaaed that with harte so free.' 
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VIRAHA 


1 . PUrva Raga 

VircJia^ or Love in Separation, is of three varieties. The first of these is Purvct RSga, the 
Beginning of Love, when the eyes having met, the desire of union is awakened for the first time.* 
This is again a favourite subject. The Beloved may be seen first in real life, in a dream, or in 
a picture. The majority of poems and paintings are concerned with meetings in real life ; a glimpse 
from a balcony window, the passing vision of a radiant beauty returning from tiie temple at the hour 
of cowdust, or the veiled exchange of glances at the bathing-ghat, and the die is cast! A well-known 
classification makes ten d^ees of Love in Separation, beginning with the Meeting of Eyes, and 
ending with Death. 

The Meeting (f Eyes is thus represented in a Pahap sketdi :® a youth looks down from a balcony 
window at a girl who is crossing the courtyard beneath, their eyes have met, and now her head 
is bent, and the veil has fallen across her face in a sweeping curve. The inscription runs : 

‘ At the meeting of eyes of the twain, she stopped and hung her head, nor lifted her veil, 

(She let it drop) as a falcon lightly swoops and kills on a fiock of green pigeons.* ® 

Closely related to the meeting of eyes, is the case where the beloved is glimpsed or overlooked, 
unknown to herself, at her bath, at her toilet, on her way to the temple, or while occupied with her 
household duties. Pictures of such episodes are common, but 1 have seen none with inscriptions. 
But most of those representing the n&yaJia, at her bath may be taken as corresponding to poetical 
themes such as Vidyapati's 

Beholding that my love was at her bath. 

She pierced my heart with arrows five I 

A Rajasthani type very often seen shows a group of girls bathing, as they think, in a lonely 
place ; but the hero passes by, and, hearing the noise of laughter and splashing, finds for himself 
a coign of vant^, whence to spy unseen. A partly Mughal version of this type is reproduced 
on Plate xix. In other examples Radha is bathing at home, on a terrace or in a garden, attended 
by her maidens, and Krishna, usually with the connivance of one of these, takes full advantage 
of his opportunity ; but very often the figure of Krishna is left to the imagination, as m Plate lxxii. 
In such cases Radha is bathing quite alone, or attended by her maidens, but not overlooked, and 
these correspond to the duMk&i descriptions of her charms, like Vidyapati’s 

Ah, Madhava I I saw the fair one fredy, 

1 suddenly bdield her as she bathed . . . 

Her jet-bladc hair poured down her breast. 

As though a shaggy yak concealed a golden Li^gam. 

A very charming example of this type is given on Plate lxxii, a. In very many such cases the 
girl has finished her bathing, and is wringing the water from her heavy hair.* These correspond to 
Vidyapati’s 


* The meebng of ejes (e.g. Plates zxx, xim), where it n 
not a queshon of the first bok, bdongs to Love m Union. 

* ESggtS, about i8oo. M7 collection, voL vtu, f. 33. 

* 1 tike gola para (perhaps for gala kora) as 'malong 
a circle', or 'swooping'. For jure and paraUt understand 
juftcmdpoft^ 

* This vnngmg of wato* fiom the hair is an ancient and 
widespread motif of Indian art, met with also m Burma and 
Siam, where it is mtetpreted in a Buddhist sense as tepre- 


sentmg the Earth Goddess wringing from her hair the water 
of mm^ when called upon bjr the Buddha as his witness. 

' A fine Siamese bronze of this subject, belonging to M de 
Margerie, was shown at the Musde Cenmschi m 19 13. I have 
a Siamese drawing of the same subject done for me by 
Bbikku F. C. J^vajavaqisa, about zpog. There are two 
Burmese examples, m aton^ m low in the Etfano- 
graphisches Mrnenm, Munich. 
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I saw my love vvhen she was bathing, 

A stream of water pouring from her hair, — 

The clouds were scattering strings of pearls! 

Rajasthani and Pahap (both Northern and Southern) examples are common. A part of a large 
cartoon is reproduced in Indian Dramoings, II, PI, iv. 

Another picture shows the always understood to he Radha — returning from a visit to 

the temple at the hour of cowdust ; she carries a vessel of water, and is telling her beads, and she 
wears the thinnest of muslin sii/is. The picture itsdf shows that the painter must have had in 
mind the same image as had the poet, when he wrote 

She left the shrine at cowdust time, passing gliding 

Like a flash of lightning mated with a fresh cloud ‘ . 

Bright was her body, shining under wimple with the sheen of gold. 

The same figure has been adopted by the Musulman painter Muhammad Fakirullah Kh3n, 
in a picture showing the ncLyakH proceeding to her ^iva puja ; * my own collection includes another 
highly finished version of the same motif. 

The charming picture reproduced on Plate lvi shows Krishna overlooking Radhi. at her cooking. 


2. M&na 

Another phase of Love in Separation is determined by MSna, and a whole series of Pahari 
drawings illustrate the stages of M&na and of reconciliation. Mana implies coldness, pride and 
obduracy, caprice or jealousy ; in a religious sense it is precisely that self-willing and self-thinking 
whereby the soul does not hear and see nor yield herself to her Lord* Mana is classified as iagAu, or 
slight , madhyama, or moderate ; and guru, or heavy ; the guru-mana, for example, can only be 
melted when the lover humbles himself and falls at the lady^s feet, and this is illustrated in one of the 
reproductions accompanying the English version of VidySpati.® The M&nant refuses not only the 
direct prayers of her lover, but also those which he prefers through a messenger These 

circumstances are g^ven in Plate lxxiv, a, which could be an illustration of Vidyapati’s 

The wrathful face of a lily she would not turn. 

She sat unmoved with averted face. 

Another drawing of a M&nanl represents the reconciliadon ; the heroine lies on her bed, and has 
refused to take any notice of her lover ; but she raises herself to meet the eyes of her sakhl, while 
Krishna, whom she ignores, is seated at her feet This picture ® is inscribed with the following text : 

Itr W ®ITtT ^ TS ^T’CT Tim IP ’ 5 TI? TW W IW TJ ?lT*ra! B T B 

' Angry was the Msnani, and not the least appeased by any prayers, she lay asleep in wrath and drew 
the sheet above her head for spite; 

Then all of a sudden and softly treading came her sakl^ on the scene ; and sending a message with 
his eyes, her lover rose and sat at her feet 

^ Belonging to Mr. N. Blonnt; leptodnced in 
1915, first plate. 

* One of the many dassical similes which persist in 
Hind! poetry and Efijpat paintng. Cf. Bhavabhiiti’s MSldU- 
vOiham, he. ag. 

* Reproduced in colouis by Vincent Smith, SUkry of 
Fine Art m Inibt and C^lm^ Plate cxxvst. If a Mngj^ 
painter, Mnl^aimnad FalciniUah EMtn had certainly ihhented 


RSjasthsm traditions; bat I suspect that he was simply a 
MnsnlmSn pamter worhng in the 18th centoiy at Jaxpur. 

* In early Buddhism mSaa ‘comprises all intm^ns of 

die ego* (Rhys Davids, 119, aaon.). 

It has the same significance in Vaigpava poetry. 

* traas. by A. £. Coomaraswamy and Axon 
Sen, London, 191^, dghth plate. 

® My collection, voL vui, f. 38. 
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Albeit she knew full well it was Hari’s touch, she made as if she knew it not; the newly-beloved 
spake to him with a smile — 

“O my dear friend (f), stay not apart, but come, let you and I on one bed sleep, and spread one 
sheet (above us) ” ' 

Thus the Msmanl surrenders, though not in so many words ; she intends that Krishna shall 
accept the invitation nominally extended to the sakhi. 

Another MSnant drawing ^ shows a girl seated on a wicker stool, with hanging head and bent 
back ; her lover approaches from behind, unseen. The text reads: 

wT m •(«? 11^ T|^ 5ffr ^wrar ^ vT«m*irr*rtf b 

Biff 5jai?r % I 

‘ With trembling lips and arm with arm enlinked, a tale of love we told, and went the way of pleasure ; 
Eye with eye and heart with heart consented freely, limb to limb by night and day we loved ; 
Honey-sweet wert thou, who now forsooth art grown my foe ; new-fangled this united love and hate ! 
Thy looks, thy body, (hard as) brick, and in thy heart a gloomy pride : O dear one, do not turn thy 
back thus back to me ! ’ 


3, Pravasa 

The third phase of Viraha is called PravSsa, and this is the separation of the lovers in different 
countries, as, for example, when Krishna departed from Brindiban to Mathura. This is typically 
illustrated in the Pro^itapreya^ already described. A later stage results in VySdlU, or sickness, 
when the form is wasted and the body racked by the fever of longing. Mystically interpreted, 
Pravdsa corresponds to the Dark Night of the Soul. A number of pictures represent the lonely 
wife or mistress whose darling has gone on a journey ; like the deserted yak§ini of the MeghadUtd. 
In many cases these unhappy heroines are supporting themselves by holding the branch of a tree.* 
In one example * the moon is shining brightly, and the girl carries a fan ; she is scorched by the fire 
of love, even while the cool moon is shining on her. The text reads ; 

^TfT B ftrw THf 1 

‘ For her whose darling is far away, the moonlight bums with the heat of the sun; 

For her whose darling is near at hand, the heat of the sun b moonlight-cool.’ * 

The sufferings of divided lovers are accentuated in the season of rain {Var 0 ). Thus VidySpati ; 

Impenetrable clouds are thundering incessantly, 

And all the world is full of rain ; 

KSnta is stone, and Love is cruel, 

A rain of arrows pierces me ! 

Here, again, it b just that which delights united lovers, which increases tbeir suffering when 
separated. This theme abo may be dealt with in the PahSri drawings ; in one such,* for example, 
a lady stands on a terrace, pointing to the stormy clouds, while she makes complaint to her saidd 
of her lovers absence. In the accompanymg text^ the clouds are likened to ^e host of mighty 
elephants that were slain by Bhlmasen in Bharat’s fight, and the Virakini complains that she has 


* l4ite KSqgifi; my collection, vol. viii, f 6o. 

* Occ«»oiukIly suggesting a Persian source. Bat more 
likely connected with the old Indian motif of Woman and 
Tree, which, if not miginally Indian, was introduced into India 
vety early (Vincent Smith, Hukty of Ftnt Art m India and 
Cy/fen, pp. gSe-a). 


* Drawing in red, KSQg; 3 , about 1800, vol. viii, £ gp, 

* C£ *The moon appeam melancholy to those that are 
sad, and joyous to those who are happy.’ (Japanese schoolboy’s 
essay quoted by LaSmdio Hearn ) 

* Drawing in red, KSggid^ about 1800, with eight lines 
ofhmtAis. 


K 
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endured through the autunu), winter, and summer, only to suffer the more in the month of Asar. 
Most likely this verse and picture belong to some set of illustrations to a BSrantSs&f or poem on the 
twelve months. 

In another drawing * of the same kind the Vtrahini or PTosUorff^a^ dismisses her maids and 
stands alone upon the roof, making her prayer to the passing clouds. This has the following verse : 

^ wt f w€lf unf^ 

0. 2 for ’mw read ^nm.) 

‘ When she hears the thundering of the autumn douds, the moon-face bids her sakkts not to go upon 
the roof, 

And seeing that the ground was full of drops of rain, the friendly nayak&s gave ear unto the 
(pleasant) crying of the peacocks and the cMakas : 

The fawn-eyed lady wears a spotted veil that’s bright of hue, and flowers are deftly woven in 
her tresses. 

With waning pride she stands and looks and prays the lightning and the leaden douds “ Give me 
news of my dear Dark One.” ’ 

A good number of drawings represent a girl offering food to a parrot that has escaped from 
its cage. The parrot is the only diversion of the deserted wife. One such drawing * is inscribed : 

ain srra irtir dk i 

‘ Since my Lord deceitfully went and has left me here on this shore, 

Come quickly, 0 parrot, do not pain this troubled heart a second time.’ 

[Dvaividha=^yA^ duplicity. She begs the parrot not to add to her sorrows.) 

Another phase of Pravasa called Smaram, the remembrance of past union (the third 
degree of love^sickness), is exemplified in pictures where the n&yaks> is represented as gazing 
pensively at the amorous sport of her pet birds. 

Other drawings represent the who is generally indicated or understood to be Radha— 

as in the later stages of love-sickness, such as the seventh, called ViyadM, when the body is wasted 
by the fever of love. A good example will be found on Plate xxvii, a. In this picture, of the early 
17th century school of Jammu, the girl is stretched upon her bed, which is covered with cool lotus 
leaves, and her maids are offering her cooling draughts and garlands of lotus flowers while 
fanning her. 


The situation is very well described by VidySpati : 

The fire of sundering from herself devours her body in its flames 
To-day or to-morrow she is like to die, 

Sudh burning love she bears I . . . : 

Refreshing water, lotus leaves upon her bed, 

V, ' ; . Or byh^ent of sandal paste* 

;;'Each andaH'ire'-dam^qfffre'.,,^ 


'VVi' ".v ' . ' • 




‘ , ■ .i , T- V j , 
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A later picture * very similar to this has the following text by the poet Dev : 

I ftrt ftif *r VW ^ ^ aflf aff | 

^ ^ irff ^«iTf?r ^ »r ^ ^ fiRrtit « 

* In all her life she has not known the pmn of separation from her lord, and howsoe’er (her maids) put 
ice (upon her breast) she rises up at night, 

And though her sakkls ply the fan, and eke in winter*time, her body trembles in her burning jealousy 
of the other wife: 

0 Dev! she utters only sighs, the tears are never dry (upon her cheeks), no word comes from her 
mouth, her throat (is dioked) vnth sobbing, she turns from side to side. 

She turns and tumbles to and fro and lies upon the bedstead’s edge, and, like a saphavi (fish) that 's 
out of water, jumps convulsively upon the bed.’ 

Another and more unusual subject is reproduced in Plate lxx, a ; the painter is shown at work, 
painting upon the wall the likeness of a lonely woman and her absent lord. The painter, with a very 
true appreciation of Indian ways, is represented in the accompan}ring text as having long delayed 
to carry out the appointed work ; he comes at last, however, and we see him engaged on it. We 
need not suppose that anything like a realistic portrait is contemplated ; in such cases the painters 
would have been quite content to represent types. In any event the picture is of considerable 
interest as almost the only representation of the methods of work of the Fahap painters to be 
found in any collection (there are, however, some portraits of KiqgrS painters in the Lahore 
Museum). The text (probably composed by the painter) inscribed on the present picture reads 
as follows: 

if ^ f?i ^ ^ fMWf I 
^ ^ ^ ^ n II 

’fur II UpfO ^ ftraf I 

Tsptif^iwnni 

She (Ridha) : * From evening to morning, and morning to evening the days are passing, and months 
goby: 

What do you know of the woes of another ? Only the sapient Krishna understands. 

I gave you clean paper, fresh and itiiining like glass, 

Ha, painter ! how many days have gone by and you have not drawn the picture of my 
friend.* 

He (the painter) : ‘ I shall so prepare the portrait of you and your friend, 

That instantly shall the bodies of the divided lovers meet in the picture.’ 

Cronhcraft. Closely related to the Predtorprtya^ as well as to the V&saMayy& is 

the heroine who draws omens of her lover's return from the behaviour of crows, 

A number of Pahati pictures represent a heroine addressing a crow; the girl stands at the door, 
of her house, and the bird is in a tree or on a roo£ In some cases the bed is being spread for the 
expected husband. The explanation of these pictures is to be found in the fact that the d:ow is 
regarded as the messenger of separated lovers, and the crow’s behaviour affords an omen.* Hence 
it is that Vidj^pati advises : 

This is the cure for sunderingfs sorrow — 

Avoiding the OTckoo and taking sweets m . hand, 
lAudly summon the a*ows. 

, , * i 8 th centmy; my collection. vbL yffi, 139, . , * (X .the. reference to ‘crow-ctaft,’ in pxt l^aJa^jata 

,,.iaito,,aa(l 8 hy 8 psvid^ 
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A partly coloured Pahari sketch ' has the following PafijabI inscription : 

aitTOT 

^ g^TT tW ^ ^ ^ ’ll ^ITOT*t(l 

^ ^ in^ w ^sraT*i« *» » 

* If my desire be fulfilled, on hearing ihe news from you I shall make your beak to be plated 
with silver, 

I shall give you to cat a ladle of excellent curi mixed with sugar and^-4f : 

Let me behold Tula Rama while yet I live, but bring him not only for a single hour! 

If you have seen my Lord a-coming home, then fly away from the cornice, thou crow I ’ 

Here the heroine is, in fact, a Vasdkai(iyy& NayakS ; for she stands at her door expectant, while 
the bed is prepared in an upper chamber. 


SAMYOGA 

The phases of Love in Union — ^where the lover may actually see and touch the beloved — ^are 
treated at great length by the rhetoricians: the drawing;s and pictures likewise are too many to 
be described in detail. T)^ical examples occur in every series of illustrations of ihe Krishna Lila ; 
others are to be found in the unique Nala-Damayanti series. Amongst the latter, some of the most 
delightful represent the lovers seated side by side, and hand in hand, in rapturous admiration 
of the setting sun or the rising moon.* The same series, and some separate drawings by the same 
hand, include also a number of love scenes of the utmost intimacy ; and in these the artist of the 
Vaiip^ava tradition is able to combine the utmost frankness with the utmost tenderness and innocence. 
Love in Union culminates in Identity; in the words of Vidyapati, ‘ Each is both.’ 

With the exception of a few ^aiva subjects treated flrom the standpoint of romance, the love- 
scenes reproduced here properly belong to the Krishna lilS, and doubtless all depend on the work 
of the Vai§nava poets. But it will be convenient to describe here those of the love-scenes which 
treat of episodes not referred to in the Bhagavata Purdim ; for here was an ample field for poet and 
painter alike to represent the glory of the world according to their own experience. 

The Bonds of Love, Few Paharl paintings are more attractive than the fragment reproduced on 
Plate XLi In order to understand this subject, it should be explained that a cakarf, or whirligig — 
a familiar toy throughout India, from Ceylon to the HimSlayas-^consists of a small wooden, metal, or 
ivory wheel, of which the rim is deeply grooved ; a string {caka~4oyd) is attached to the hub within 
the groove, and by raising and lowering the hand the string is wound and unwound so that the 
wheel runs up and down. For this reason the eakatf is a symbol of restlessness, like the cakora and 
khahjana birds. The theme of the picture now under consideration, however, is connected with the 
string of the cakart, rather than with the movement of the cakaH proper. 

The picture shows R§.dh3. and Krishna on a terrace, with a background of meadow and lake. 
RSdhE has just come out of the house to the right ; she stoops to loosen the string of a cakaH that 
Krishna has thrown to her; the string is entangled with her bracelets, and while she seeks to loosen 
it, Krishna lifts her chin. 

The following text, detached from another picture, fully explains the intention : 

^ WT *3Rr w ^ I 

«FPiPf ^ I 

3Hr »nr tit 

’ My coDection, voL vili, f. 44. Cf. ibid., f. 45. Also vd. ii, f. 96). 

Uounal of hxcBan Art', No. Fig. la (my coliection, * Ini^ Drawings, ii, Plate x, 4. 
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‘ Hari came forward twisting the strii^ of a cakaff^ and I came forth with all my braids unbound ; 

The eakai^ he cast on my body and gave a jerk of its silken string about my bracelets ; 

I bent to set the bracelets free, he lifted my chin and asked, “ Are you freed ? ” (I made reply •) 

“By the word of God, heart is entangled with heart, and even though knot be loosed, the bond 
may never break 1 ” ’ 

Ltldrha^a. In another picture * there is illustrated the phase of love-expression described by 
rhetoricians under this name. Radha and Krishna are walking towards a grove, across a meadow : 
Krishna wears Radha’s bodice, veil, and skirt, Radha wears his crown, his yellow coat, and garland of 
flowers, and she carries his flute and a lotus flower. The text reads : 

' The station of Radha being made Hari, and Hari Radha ; 

The twain witii affections reversed, even in such disguise, easily (win their) bliss.* 

This exchange of clothes is a mark of love and identity, and is often referred to in this 
connexion in Vai^nava poetry.’ It is the LilSrhS&a of Ke^ava DSsa ’ and other rhetoricians : 
Wheresoever play is enjoyed, the lover disguised as beloved, 

There originates says KeSava DSsa. 

A somewhat similar motif is that of the KSggrS drawings reproduced in IfuUan JDramn^s, ii, 
Plate xn, where Rsdha’s sakMs are dressing her in the clothes of Krishna. They are taking away 
her dopaita, and handing over Krishna’s cap and his flute. 

Krishna Mana-chora. The idea of the chase of the soul, familiar to Western mysticism in 
‘ The Hound of Heaven’, is represented in the Krishna LilS under the image of seduction. Krishna 
is the Great Deceiver [dare kapatt), the Young Blade [chaild), the Thief of Hearts {ptanarchofd), 
who lies in wait for the Braja girls as they go about their daily tasks. Countless songs repeat this 
theme ; the following is typical : 

WTienever I fare to Jamuna^,^ to fill my jars 
He catches hold of my dress and grips my hand, 

Whenever I go to Gokula selling mOk, he interferes with my affairs. . . . 

He takes me by the wrist and shuts my mouth, he catches me and clasps me close, — 

I will make a complaint to R3j3 Kans, then shall I fear thee nothing t 
Drawings and pictures of the same type are abundant.* In one recurring type Krishna is 
represented as following R3dha, but he cannot overtake her, for she will not listen to his pleading. 
The example reproduced on Plate xlvii has the inscription . 

(^•) I IS ^ ^ ^ % n 

‘ Coming from afar, suddenly she hove in sight ; and taming her face to him with a smile, she took 
the right-hand road! 

Krishna was shouting, “Wait one moment, hear my prayer”, but she replied, “I hear, my Lord, 
I hear, I hear”, and went away.’ 

In another sketch ' a rimilar text is given at greater length : 

^ ^ ft ^ ^ ^ (*l^) I 

* KaggtS-Garhwal, about x8oo. Vol. viii, f. 35. * Some of these toight be as well, peihaps better, dasafied 

* Cf. Coomaiaswam7 and Sen, VtiyBpait, 1915, p. 17$. under the beading of Hrva Ri^a, 

* Rtutkapr^, Bhasiakksai^, aj. Dhanamjajra, Ddth ■ A rough dietcb, parti^ iJiaded, ESpgjS, early iplh 

II, 60^ has: *1M is the imitatioai of a lover in the cottwy; mj cdlection, vri. vid, f. 37. 

actions of a Mr>limbed maiden.’ 
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‘ Yonder blade, the Moon of Braj, as he went along, contrived to catch up with an artful maid {tt^akd^ 
like a jasmine bud ; 

Hearing his step and seeing him coming, her heart and body expanded; meeting there was, and 
to-day she found both life and wealth. 

Her gazing eyes were sunk in her head, and turning her face to him with a smile, the woman took 
the right-hand road ; 

Kwha stood still, and said, “ Wait one moment, hear my prayer”; but she replied, “ I hear, my Lord, 

I hear", and went away.* 

Another version^ of a similar subject shows RSdhS and Krishna, again in the street {ga-li) of 
a town, and she avoids him by entering the door of her house : there is a different text, but partly 
defaced, of which the first line runs : 

^ 

* Afraid of Mohan, a frightened milkmaid entered the cowshed.* 

Sketterif^ from rain. There is another song that begins : 

‘ I delayed by that lovesick lad, the rain-drops pattered down, the lightning flashed, and all was 
soaking wet.’ 

And this is paralleled in numerous pictures of RadhSL and Krishna sheltering from the rain beneath 
a common umbrella, a single shawl, or simply a leafy tree. A drawing* of Radha and Krishna 
sheltering under one large umbrella has the following inscription : 

^Tmf ^TWW'I\ H**!* ww *nWT m*r wRI ^ ’I R 

‘The terrible storm of the month of Magha (Jan.-Feb.) came in its strength, breaking and bending 
and beating the trees, 

The groves were unpleasing, cold prevailed, both were afraid, and under one cloth she clung 
to ^ylma. 

Now did the shaft of Hari and Radha’s umbrella bend aside, and then from the gathering of clouds 
fell heavy rain : 

When day reapp«ired, there as it were in a single picture shone resplendent the Three Worlds’ 
beauty.’ 

A somewhat different composition is reproduced on Plate lviii; here Radha and Krishna are 
sheltered beneath a common shawl, and the other gopas and gopls are making the best of such 
shelter as they can find. This picture has the following inscription : 

SRT^ II PI T5* ^p*n: 

‘ Crying of peahens, calling of yokels, shrill crickets screaming, not a step can I take > ' 

A word is missing at the end of the line. 

These pictures of Krishna and RadhS Weltering from the rain must not be confused with those 
of Krishna sheltering the inhabitants of Gokula from the storm of Indra, by lifting up Mt Govar- 
dhana, referred to on p. 34. 

Other conditions of Saipyoga are illustrated on Plates xxx, xli, xliu. 

* A K&ggra dicetch, late i8th century; my collection, leptoduced by A. Gayet in LArt Person (Fans, 1895), and 

vol. u,f. 28 absurdly entided by him ‘Adam and Eve’. It is impossible 

* ^ggrl, i8th century; my collection, vol. iz, f 36. If to allow that this ‘Mani’ could have painted in the i6th 

choira be substituted for pata in the second line of the text, century or founded a school m Persia. As a mythical Persian 

It will suit the picture better; ‘one doth’ is appropriate to artist M 3 id is perhaps to be identified vnth ^ founder of 

the picture reproduced on Plate Lvm. Manichaeum. 

A late EafasthSiiI version of this subject by 'Hani', is 
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iSiVA AND PARVATI 

§AivA and ^akta subjects are well represented amongst Rsjput paintings, chiefly those of 
PahSp origin. 

Siva, and PSrvati as Hm&laya‘cMkrs. &va and Parvati are represented as they are described 
in the Epics and in the classic Drama. He is above all the Himalayan MahEdeva, a fair ascetic 
figure, having the crescent moon upon his brow, three-eyed, long-haired, having a blue-stained throat 
and a serpent n^lace, clad in a tiger or leopard skin, bearing a trident {irUuld^, ascetic's gourd 
{kamaiidald^ and tabor (^^lafnarn), and his body smeared with white ashes ; he wanders with his bull 
Nandi through the HimSlayan valleys, poor and homeless; he eats the intoxicating fruit of die 
Datura (Plate lxiv). His wife is PErvalf, the daughter of HimSlaya, a purely human figure, the 
ideal of a Hindu wife, as she is depicted in the beautiful dialogue of ^iva and Parvati reported 
in the MahShh&raia (AnuSasana Parva, cxlvi). These twain are often accompanied by dieir children 
Ga^eSa and KSrttikeyya. They make their camp by a yo^s fire. Sudi representations are often 
informed with a warm lyrical feeling, and in particular, the whole story of diva's marriage is treated 
from a romantic standpoint, strongly recalling that of KalidSsa’s KumSrarhmbkaoa, The picture 
reproduced on Plate lxv, for example, might well be an illustration to the eighth canto, where 
following diva's marriage, the honeymoon is spent amongst the HimElayan forests. PSrvati has 
Men asleep, even while ^iva tells her of the beauty of the night 

The full story of the marriage of ^iva and Parvati I have seen serially illustrated in a portfolio 
in the iosirkhSm at Ma^di ; and the drawing reproduced on Plate Lxm, evidently by the author 
of the Nala-Damayanti series (Plate rni) of Ks^gfE, is from a similar collection. Here the method 
of continuous narration is employed, and three episodes are represented in one drawing. It is a night 
scene, illumined by the burning torches of the attendants, and the HimSlayan peaks are clear-cut 
against the cloudless sky. On the left hand is the marriage pavilion, and the ceremony having been 
completed, l§iva is taking freakish pleasure in tormenting the officiating BrShman ; immediately to 
the right, he makes amends, still more to the BrShman's embarrassment, by bending to take the 
dust of his feet Above this we are shown an interior scene where some other ceremonies (perhaps 
a n&nd^SrSddhd\ are in progress ; HimElaya and Mens, the parents of PSrvati, are seated behind the 
married pair, and the BiEhman already mentioned, is now himself taking the dust of diva’s feet, 
and receiving his blessing. The whole drawing, both in respect of its partly humorous details, 
characteristic of the folk-conception of Siva, its representation of Parvati’ s veiled shyness, and in its 
beautiful draughtsmanship, is of much interest 

Nearly all of the l^aiva and l^akta pictures are of interest from the standpoint of landscape, 
for there is an intimate connexion between the deity and his mountain home. ^iva> the homeless 
and wandering is essentially the genius of wild and lonely places, remote from the haunts 
of men ; his are the great mountains and the wild forests, just as &e flowery groves and peaceful 
riverside and the village streets are the true home of Krishna. For Rudra-Siva-Mahadeva, and 
Vishnu-NSrEyaQa-VSsudeva-Hari-Krishna are the two extremes of Indian theology, the aspects 
under which God is apprehended in the forest and in the home. To one or to the other the soul will 
turn according to its needs, only to find at last that these two are one and the same ISvara. 

The mountain background, agamst which ^iva and Duig^ (the r&jam aspect of PSivati) loom so 
great, is well seen in the picture reproduced on Plate l, b, which reminds me strongly of the northern 
mountain wall of the K3^g{^ valley. Here DurgS rides upon her tiger, and she is eight-armed 
and furnished witii weapons, while ^iva marches in front bearing his irtiUla and triangular banner. 
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diva's dance. The conceptioii of i^iva’s cosmic dance, familiar in the south Indian figpires of 
Nafaraja, does not appear amongst the northern paintings ; but certain other dances are represented. 
In the picture^ reproduced on Plate lxvi, ^iva is dancing on the golden floor of heaven, while 
Parvali is present in a r&jasic four-armed aspect, as RajrSje^vari. All the gods and risHs and the 
gcmdharvas play the part of chorus. This appears to be the evening dance [samdhya nriia) of ^iva 
alluded to in the EhSuatiya Ndtya ^Sstra, iv. 13, and in the invocation of the Katha Sarit Sagara* 
and described as follows in the <^iva Pradosa Stotra. 

‘ Placing the Mother of the Three Worlds upon a golden throne, studded with precious gems, 
SalapSni dances on the heights of KailSs, and all the devccs gather round him. 

‘Sarasvatl plays on the vlna, Indra on the flute, Brahma holds the cymbals marking time, 
Laksmi begins a song, Vishnu plays on a drum, and all the devas stand round about. 

* Gandharvas, Yaksas, Fatagas, Uragas, Siddhas, Saddhyas, Vidyadharas, Amaras, Apsarasas, 
and all the beings dwelling in the Three Worlds assemble there to witness the celestial dance and 
hear the music of the divine choir at the hour of twilight.’ 

iiva and Pdroail eniknoned. Another KailSsa picture represents ^iva seated with Parvati in 
a golden pavilion above the summits of the Himalayas, while amongst the mountains below 
innumerable yogis and vairagis are making their way towards their goal. This picture has the 
following Sanskrit text' 

‘To the divine ISvara (iSiva), seated upon the summit of Kailasa, within a shrine bright as 
a hundred suns, upon a gem-set throne, intent on meditation fearlessly resorted to by the Siddha 
host, upon a day, 

‘ Parvati Devi, daughter of the Mountain, humble in devotion, seated upon his left thigh, spake 
this sentence for the good of all, the root of bliss Hail to ^iva 1 ’ 

^tva and iakti m the lotus of the heart. The picture above referred to (p. 40),® in which 6iva 
and Parvati are seated within the pendent flower of a white lotus, has the following Sanskrit 
inscription 

fiwwT ■ 

?[«Ri ^ 

‘ Om ' Let (the worshipper) with folded hands upon his head, meditate upon the Guru robed 
m white, with the fragrance of white flowers, his hands in ahhaya and vara pose (indicating “ Fear 
not " and “ Bestowing "), wearing his own resplendent form, his two lotus eyes reddened by poison, 
and embraced by his beloved, whose face is radiant and who bears a rose lotus in her left hand.' 

The birth of Gaggd A favourite subject is the legend of the descent of the Ganges * ; a good 
example of this subject is reproduced on Plate lxv. In pictures of this type we see ^iva and Parvati 
seated by a yogi fire, while a little below stands Bhagiratha, the great-grandson of Sagara, by 
whose austerities the Ganges was brought down from heaven for the lustration of the slain sons 
of Sagara. The river fell first upon the head of ^iva, and was lost in the wilderness of his matted 
locks ; and only the further penances of Bhagiratha moved the Great God to set her free ; she is 
represented as falling in a fountain from his head on to the earth below; and truly, it is to the 
god of the HimSlayas that the Hindus owe the waters of their most sacred river, for were it not 
for these mountains and these forests, what should draw down the waters from the monsoon clouds ? 


^ Reproduced m colour in SiUeUd JExampks if Indutn 
Arf^ Plate u The original m the collection of Baba Gago- 
nendronath Tagore ioaother u my cohectton, vol. m, f. 17. 

* Ktt&i Sant Sagara, translated by Tawney, Calcutta, 
1880, p. X. 


* My coUecUon, vd. lu, £ 36. The text la a typical 
d^Sna mantram. 

* Valmlb’s ValafcSndain. My collection 

uicludes four other PahSrt pictures and dramngs of the same 
subject (voL tu, £F. la, 13, sg). 



6iVA and PARVATI 57 

It has already been observed that PSrvatl may also assume the form of a r&jasic many- 
armed goddess, riding upon a tiger. We must understand that ^iva, the great yo^, is more 
contemplative than active in character, while it is his ^akti — Devi, Uma, PSrvati, Durga, Kau4ik!, 
KSli — who is the mother of the worlds of sensation, and who hghts the battles of the gods against the 
demons. The essential worship of the ^akta sects is that of God as the Mother ; to these worshippers 
of ^akti, the supreme ddty is feminine. This view is expressed in the following verses of a hymn 
included m the Dev^bhagavata : ^ 

I call to mind the Mother of the whole Universe, 

Who has created this world of the real and unreal. 

And who by Her own energy, with its three modes. 

Protects it, destroys it and plays. 

I take refuge with Her, the Mother of all 
Who exists in all in the form of energy. 

and in the following attributed to ^aqkaiacSrya : 

Shineth forth the Devi, bom of the snowy mountains, 

Her beautiful hands are like some rosy leaf . . . 

It is She with whom ^iva seeks shelter . 

Who stoops beneath the weight of Her breasts. 

Whose words are sweet. 

The Destroyer of sickness, 

Ever and all pervading, 

Tender vine of Wisdom and Joy. 

^akH as demonrshyer. The CSndi Parva of the Markand^a PurSf^a describes the great battles 
undertaken by Devi on behalf of the devas, and in particular, her defeat of the buffalo-demon 
Mahisasura.^ In older Brahmanical art, as well as in the Pahaii paintings, Devi is constantly 
represented in this character of Mahi§amardini, the slayer of Mahi§a. There is the closest 
resemblance of conception between such pictures as that reproduced on Plate Lxvin and the stone 
relief of the same subject at Mamallapuram (7th-8th century) ® In the Pahari painting, DurgS, 
accompanied by the £^anas of ^iva, drives forward on her tiger-drawn car to battle with the great 
buffalo who rushes against her. On her side all is light and dear, but over against her all is 
overshadowed by heavy clouds and the black body of the buffalo , from that side also the fore-wind 
of the approaching storm sweeps towards the goddess, bending back the branches of the trees and 
tossing Ae locks of the In the whole range of PahSri painting there is scarcely anything 

more animated and more charming than the two groups of l&iva’s boy hosts, who are represented 
in the literature and the older sculpture in dwarf or even less sympathetic forms. 

Another picture t 5 ^e equally resemblit^ older designs well known from India and Java,* recurs 
more frequently , here DurgS. rests her foot upon the buffalo, and is about to slay the demon himself, 
as he emerges in the form of a dwarf from the buffalo’s severed neck, while DurgS's tiger buries 
his teeth in the severed head. Gods and rtshs gaze upon the scene in amazement. In many 
representations DurgS is aided by her iSmastc emanation Kill. In other pictures the conflict is 
not with Mahi§a in particular, but with the asura hosts in general. In these, the figure of Kali 
is often drawn with admirable skill and understanding , she is represented as an ^[ed and unlovely 
woman, four-armed, dark-complexioned, with pendant breasts, and a fiery tongue that she stretches 
forth to lap up the demon hosts in its scorching flame.* 

Another demon-slaying picture is reproduced in Plate xxvi, a. Here Duiga is seated on the 
flank of a dark and towering mountain, and has flung against the asura some weapon that devours 

> Skaadha I, ch. ii. * Ibid , Plate zcmt 

* See also the JUabumardaS stoUra. of the TmlratSra, * Indian DrcmngSi u, Plates zvr, a and xm. Othen m 

translated by Avalon, S^/ms da Goi^, p. 88. my collection, vbl. in, ff g-7; also a good example belonging 

* VthmkamS, Plate xtv. to Mt. William Rothenstem. 
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him in flames. The lurid colouring of the original adds to its dramatic effect, and much of this 
is lost in the reproduction, where the dark mountain is not distinguished from the horizon. This 
work is inscribed with the following Sanskrit text : 



‘ Thus it is said : She destroyed the Dhumralocana (Smoke-eye), 

Making the sound of Hum} forsooth, AmbikS burnt him to ashes then and there.’ 

Another moment of the demon-slaying Devi is represented in Plate l, a. In the M&rkandeya 
Pur Ana it is explamed that the devas were oppressed by the asuras Kumbha and NiSumbha, 
and repaired to the Himalayas to invoke the aid of the goddess. Then came forth from her the 
emanation known as 6iva or Ambika, and said that she it was whom the gods had invoked to destroy 
the demons , she is called Kau§ikl, because she sprang from the ko§a or frame of Deid’s body. Our 
picture is inscribed with the following Sanskrit text from the Markandtya Purana : 

^ n 

‘ Sprung from Her bodily frame, 6iva spake (and thus is Kau^iki sung in every sphere), she 
appeared to Canda and Munda, the servants of l^umbha and NiiSumbha.’ ‘ 

In the tamasic aspects of Devi she is essentially the Destroyer, the Terrible ; and the l^aktas say 
that the sweet and complete resignation of the self to such dread forms of the Divine Power is 
characteristic of the highest stages of spiritual development* ‘Though the Mother beat him’, sa>s 
Ramaprasada, ‘the child cnes “Mother, Mother", and clings the tighter to her garment.’* We find, 
for example. Kali and I^iva dancing together in the cremation ground, surrounded by half-burnt 
corpses and dancing goblins. In another drawing Parvati is seated in the cremation ground beside 
her Lord, stringing for him a garland of the heads of the slain — ^the heads of a myriad Brahmas. 
Kali rejoices in the battlefield and in the deaths of men. A very beautiful picture reproduced here 
(Plate Lxviii) represents her as the Power of Dissolution (Saiphara-^akti) , she has slam and devoured 
a king of men, whose cast-off raiment lies by her feeding bowl, while with one of her four dark hands 
she pours the water of lustration on his bones; for all alike must fall at the hands of Time. In 
this work also the relations of Purusa and Prakjiti — Being and Becoming— are clearly expressed ; 
for ^iva is represented by the silent liygam in the shrine, while it is the Goddess who acts and 
moves. 


‘ A temble sound of roanng and threatening, uttered 
Devi m her battles 

* MSrkand^a Purin&f ch. Izxxv. 

' * For the Mother is only temble to those vho, hvmg in 
the illusion of separateness (which is the cause of all fear), 
have not yet reahzed their unity with Her, and known that all 
her forms aie those of beauty.' — ^Avalon, Hymns to the Goddess, 
P 3 - 

Death has no terrors foi the self that is one with That 
‘which IS not dam when the body is slam’— «« bat^ate 


hatgfamane Sarire— bat becomes a spectacle that awakens 
a profound and lyrical mtmbon. 

‘ Quand il aper90it les 3 tres qm se ddtmisent les uus 
les autres, toute jeunesse qui se fane, toute vigueur qm fldchit, 
tout gdme qui s’dtemt, quand il voit &ce k &ce la volontd qm 
ddcr^ta toutes ces sombres lois, |dns qne jamais il jouit de 
savour et, rassasid de vdntd, il est formidablement heureux.’ — 
Rodin, L’Art, ch. u 

* Dinesh Chunder Sen, History of Bei^SR Ldtraiurt, 

p. 7x4. 



CHAPTER IV 


THE EPICS 


Probably if we could survey the whole development of Indian painting from beginning to end we 
should find that the Ramayana and the MaM^cUa. afford its most constandy repeated themes. 
Apart even from the Hindi R&mayam of TulasT Dasa, the great epics represent the household 
literature of India, and with the Puranas have formed the general medium of popular education. 
These epics enshrine the models upon which character is shaped, and it is through their popularity 
that BrShmanical culture has deeply permeated the whole community. It is in this way that the 
whole nation has been raised to a level of high cultivation without feeling the necessity for universal 
literacy. 

THE RAMAYANA 

The epic stories have been so often retold in English that it appears unnecessary to do more 
than summarize them here. 

In the Ramaya^, Rama, an avatar of Vishnu, is heir to the throne of AyodhyS. By the intrigue 
of his mother-in-law Kaikeyi, he is banished for fourteen years, while his brother Bharata acts as 
R^ent Rama takes up his abode in the sub-Himalayan forests, with his wife Sita and brother 
Laksmana. While living in the forests, Si@ is carried off by the demon Ravana, who appears in the 
guise of a Brahman, while Rama and Laksmana are decoyed away by a magic deer. There follows 
a great war for the recovery of Sits ; in this war RSma is aided by Rilvana’s brother Vibhisana, 
and by a great army of bears and monkeys, above all the redoubtable Hanuman. The siege of 
Lagka, the stronghold of Ravana, is long and bloody; in the end Ravana is slain and Sits recovered, 
and all return to AyodhyS in triumph. The Rdmayana was composed by Vslmiki, and by him 
taught to Kusi and Lava, the two sons of SitS^ (Plate lxi). 

The Suge of Lay Is,. The most important serial illustrations are those represented in Plates xxi- 
XXIV. Of this series I have six coloured examples and nine sketches , these measure 33 x 24 inches, 
and were originally preserved in a large portfolio. They come fiiom the Jammu area, and date from 
the earlier part of the 17th century. The whole series may have extended to fifty or a hundred 
numbers ; it is unique in size and histoncal importance. To be associated with these is the sketch 
reproduced on Plate xxv. 

The RSmaya^a subject reproduced on Plate xxi illustrates the episode of the ral^asa spies 6uka 
and SSrana, and is inscribed behind with sue and a half ilokas of the twenty-fourth * chapter of die 
LagkakSndam of the R&imyana of VSlmlki , the inscription begins : 

^ ^ 1 y 

and ends with the rubric 

giving the subject of the picture as ‘The capture of ^uka and Strata by Vibhl^aiia and the stem 
speech of ^ri Ramacandra'. 


* TheMahSrS]&ofBenare$posBe8sesani8tih-S9th-ceiitUT7 
nuausenpt of the RsmSfia^ (Ji 3 maeart/a-mSnasa) of Tolad 
l^sa, lUostiated by many pictures, not veiy mentonons, and 
best desenbed as late RSjpot, with ii^uences. Bepto- 
d^ons are given with Growse's translation, pablidied at 
AJlahSbSd in 1883, also by Vincent Snufh, Stsfoty of Fm 


Art tn IiiAa and C^Jm, Plates zux-uxi. The India Office 
also possesses several pages of an lUnstiafed SSMya^ of 
considerable interest. 

* TVenty-ffilh YnddbslOp^^ in the translation of M N 
Butt 
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The story runs that Rima having crossed the ocean with all his army, was arrayed before 
LaqkS. Ravana sent out his two counsellors, ^uka and Ssrana, disguised as monkeys, as spies to 
report on the monkey army. They beheld the monkey host in countless numbers, some already 
seated, some about to take their seat, an innumerable roaring host. Vibhi§a^a detected their 
disguise, and led them before Rama. Despairing of their lives, they admitted that they had been 
sent by Ravana to report the numbers of the monkey host. Rama laughed, and gave them leave to 
see all that they would, and to return unhurt 

Another spy episode is represented on Plate xxii, and this is inscribed behind with the long text 
reproduced on p. 79,’*^ After receiving the report of ^uka and Sarana, Ravaiia sent out more spies, 
Sardflla and another. They were again detected by Vibhlgacta, and Sardula was brought before 
Rama. He was allowed to go free, and also the other, but not without being roughly handled 
by the monkeys. On returning to Rlvana, Sardula, still full of fear, communicated the result of 
his journey. 

In both these pictures several of Valmiki’s descriptive passages are vividly realized; the 
monkeys, yellow or tawny, and some white with coppery faces, ‘ innumerable troops going to and fro, 
leaping and resting by turns . . . long^tailed, roaring like mighty clouds, irresistible as tigers . . . 
these are gazing upon Laqka, as if to lay her waste . . . and these whom thou seest there, like mighty 
banks of sable clouds, like dark collyrium, puissant, innumerable, dwellers in the mountains, in the 
country-side, and by the rivers, these dread bears are marching upon thee, 0 king. . . . Lo ! one like 
to a mountain, DhumrS’s younger brother, a lord of the bears, like to his brother in beauty, greater 
in prowess. And this captain of leaders hight JambavSn; mild is he, obedient to his superiors, and 
fierce in fight ’ ® 

The half-picture reproduced on Plate xxiii has no inscribed text, but illustrates the temptation 
of Sita by Ravaija. RSvana entering the A^oka grove, came before Sita and assured her that Rama 
had been defeated and slain, and invited her to become his wife, ‘the mistress of all my wives’. 
‘ And bring hither,’ he added, ‘ O Vidyajjibha, from the battlefield the head of Rama.’ This forms 
the subject of the next picture in the series, not reproduced, where the head and the bow — illusory 
forms created by magic — are shown to Sita, who is made to believe in Rama’s death, and herself 
desires to die. 

The remaining pictures and drawings in my collection, from this series, follow the course of the 
many battles of the siege of Lagka. One is reproduced on Plate xxiv, and illustrates the moment 
where Indrajit, the son of Ravaija, himself remaining invisible by magic art, overpowered both Rama 
and Lak§mana with showers of arrows. In vain the monkeys ranged the sky in search of the hidden 
archers. The bodies of Rama and Lak§mana were wholly covered by the furious arrows of Indrajit, 
which changed into serpents, and streams of blood were pouring from their wounds ; bound by the 
shafts, they knew no rest. There was not so much space upon their bodies unpierced as could 
be measured by a finger, they were wounded with arrows up to the tips of their fingers. Bristling 
with arrows, they fell like heroes. Breathing low, they lay upon the field in pools of blood, and the 
leaders of the monkeys — after the battle — sat around Aem with tear-charged eyes.® 

The latter phase is represented in succeeding drawing^, as also the arrival of Garuda, the friend 
of Rama and vSMna of Vishnu, at whose presence the arrow-serpents slide away in terror, and 
the heroes are restored. 

The Forest Exile. From Kaggjra I have seen only isolated pictures, of which by far the best is 
the forest scene of Plate xm, b. A more romantic treatment is represented in Plate lx, where 
Lak^mana is extracting a thorn from Rama’s foot. 

R&ma enthroned. An extremely familiar subject, met with in all localities, is that of Rlma and 
Sita enthroned, attended by Lak^mmja with a chmri, and by Hanuman, who kneels at Rama’s feet. 
An i8th~i9th-century Jaipur work of this type is reproduced by Mr. HaveU, Indim Sculpture md 
Pamtin^^ Plate ul 

^ The last four aad a half ibkas cotrespond to the » Chaps, in the same, 

opening of chapter m of the Ynddhakaj^am in the translation » Chaps, xltv teg. of the Yuddhakajdam, in the twos- 

ofM-N.Dntt. laUonofM.N.Diitt. 
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THE MAHIBHARATA 

The MaM&harata turns upon the wars of the Kurus and PSndavas. The Pagidavas, or Five 
Sons of Pandu, are respectively Yudhi§!thira, Blaimz, Arjuna, ^N^ula, and Sahadeva; their blind 
unde Dhftara§tra rules in Hastinapur, and has a hundred sons, the Kurus, of whom the chief is 
Duryodhana ; but Yudhi§{hira is appointed heir-apparent. The five Pandavas are banished at the 
instance of Duryodhana. They become allied to Drupada, and marry his daughter Draupadl. They 
return to Hastinapur and receive a share of the kingdom. They found Delhi, and become prosperous ; * 
but the jealousy of the Kurus is as strong as ever. The story runs that the Five Pandavas were 
invited to a festival at the Kuru court, and while there, Yudhi§^hira was persuaded to gamble with 
SakunI; the latter played unfairly, and won in succession YudhisAira’s wealth and kingdom, his 
brothers, himself and Draupath. Draupadl was dragged before the court by the evil Duhi^Ssana, 
with Duryodhana’s approval. DuMasana attempts to strip her naked. The Pa^idavas are beside 
themselves with rage, W helpless. But Draupadl, calling upon Krishna, was preserved by a miracle, 
for as garment after garment was imwound, another appeared beneath. Meanwhile a bitter argument 
was carried on, as the result of which it was at last admitted that Draupadl could not be staked 
by one who had already lost his own freedom. She stood free, and was given two boons by 
DhftarS$tra; she chose the freedom of Yudhi^hira and his brothers. But it is agreed that all 
must go into exile for thirteen years. The prophecy is made that at the end of that time the 
Ps^davas will utterly destroy the Kurus, and this was fulfilled in the dghteen days’ battle which 
concludes the story of the Great War. 

T&e Gambling Seme. In my experience, MakabhSrata illustrations are comparatively rare 
amongst the Rajput paintings, though I have no doubt that many examples exist^ In the present 
work I am only able to reproduce three, but these are of great importance. The ‘Gambling 
Scene’, both as the crisis of the Kuru-P§ndava quarrel, and from an Indian standpoint the most 
tragic of events, and perhaps also because this is one of the points in which the cult of Krishna 
is specially emphasized — Draupadl herself being one of the Forty-two Beloved of the Lord (Hari- 
vallabhas) — ^has deeply impressed the HindQ imagination. 1 reproduce in Plates xxxvi, xxxvii, a 
two examples, both Early Ks^gra, and perhaps by the same hand, and both of the first rank. 
The larger of these, in the collection of Mr. W. Rothenstein, bears the following inscription : 

Tre wm ^ B ? # 

5r. (’'rrar) ii ^ ^ ^ ’trfK i 

SfW *IP5 Ww wf WW spaT w ^ ftr # 

‘ Drupada’s daughter cries aloud in her distress, “ 0 thou Protector of the weak, this vile Du^^Ssana 
has seized my dress, 

While PSrtha (Aijuna) my love, forsaking might of manhood, does not stir, and Bhima looks upon 
the ground with hanging head and full of fear.” 

(Then Krishna, saith the poet) Baipst Dhar, increased the cloth until it reached the sky, and Bhi^ma, 
Kanja, Dro^ and the whole assembly stared astonished, (asking) 

“ Whether is the woman in the cloth, or is the doth in her, or is die made of dothing, or is it 
(nothing but) the woman’s dress ? ” 

* I hftve not thought it necessary to refer here to the Exh&itm^ 1883, vd. it), for this is an almost puidy Mu{h>l 
weU-knomi iSostrated Rom/amh {MaMiiSrda) at Jdptir, work Some reproduedons m gwen also by Vincent Smith, 
(dated by Abnl Fazl's Preface, ad. ig88, and well hnown by loc. dt, Plate ixr. 

Colonel Hendl^s reproductions in Mmorittb of iht Jv/purt 
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‘ “ I am a woman all too weak, and base DuhiSSsana roughly drags the garment from my body ” ; 
Bhl$ma, Karna, Dro^a's hearts are hardened ; all are gazing upon Bhima ; 

With lifted arms is DraupadI seen, (and cries) “ Why dost Thou tarry ? ” — (saith the poet) RamaGuni — 
“My dress is falling and I am wellnigh naked; save Thou my honour, O my Lord, the Wearer of 
the Yellow Cloth.” 

‘And in that assembly did the Blessed One protect the honour of DraupadI.’ ^ 

The Death of Bkisma. At more than one point in the Eighteen Days’ Fight of the Makabharata 
there is an interlude, where voices are heard above the battlefield, speaking both of earthly duty and 
of things beyond death , once in the dialogue of Krishna and Arjuna, known as the Bhagavad GftS, 
and once in the Death of Bhl§ma. The former event has been often illustrated, but I know of no 
important example. The Death of Bh^ma, however, is represented with adequate grandeur in 
the example reproduced on Plate xxxvii, b. It should be understood that Bhl^ma was the friend 
and preceptor alike of the Kurus and Pandavas, but fought for the former. Bhi§ma fell on the 
tenth day, seeking death by his own wish. ‘ There was not in his body says the book, ‘ a space 
of even two fingers’ breadth not pierced by arrows.’ When Bhi§ma fell, the hearts of all sank 
with him. Pierced all over with arrows, his body did not touch the ground, but he lay on a bed 
of arrows; there, ‘having recourse to that Yoga which is taught in the great Upani$ads, and occupied 
with prayer, he remained at peace, expectant of his hour.’ He would not die while the sun remained 
in the southern solstice, but waited for its turning northward. A truce was called, and the kings 
of either party, putting off their armour, went to honour the dying knight; and amongst themselves 
they conversed in friendly fashion, as of old. Bhisma’s head hung down, he asked for a pillow, 
and when he had refused soft cushions, Aijuna took three straight arrows and supported Bhli^ma’s 
head on these. ‘ Thou hast given me, O PSndava,’ said Bhisma, ‘ a pillow that becomes my bed ; 
even so should a K§attriya sleep on the field of battle on his bed of arrows.’ Bhisma prayed 
Duryodhana to be reconciled with Yudhisthira, and to restore his lands ; but Duryodhana would 
yield nothing. So the kings took their leave and went to their tents, to join the battle again on 
the morrow, leaving Bhl§ma well protected, abiding the hour of his death, ‘ like the sun about to set ’, 
or ‘ a fire about to go out ’. 


^ The last line u Pafij3bi prose It is remarkable that 
Diaupadi does not here appeal to Knshna by the name of 
Dv3iakan3tha, as m the usual versions The verses aie by 
two poets, Bamsi Dhar and RSma Guid. The formei, m 
collaboration with a poet of the name of Dalapati RSi (of 
whom 1 possess a good late Mughal portrait inscribed Munshi 
Dalpat RSI of Faiokk3b3d) pioduced a work entitled Alam^ 
k&ra Ratnalara in Samvat 1791 (a d 1734 ) From this, if 
lie assume the inscnption to be contemporary, we may mfer 
that the picture cannot be earlier Uian the begummg of the 


18 th century. The poet Rama Gurd has not been identified. 

The following eorrtgmda, for which 1 am mdebted to 
Pandit ShySm BibSri Misra, aie assumed m the tianslahon . 
1 r, for 1 a, fiir 31%, m for Bflf, 

foi L 3 , ftrar, 

L 4 , ^ foi the third%, and ending f*K flS 31^ % ; 

1 . 6 , before lead and for 1 . 7 , before 

TW 3 ^ read ^1^, and endmg ft for !• 8> 

^ for ’jtH, omit and read trfll for xps 



CHAPTER V 


BALLAD AND ROMANCE 

Haumtr Ha^k It can hardly be doubted that the great Rajput epic known as PriMr&j 
RSs&u has been illustrated at some period by Rajput painters ; but I cannot refer to any extant 
examples. Nor have I ever seen any old illustration of the story of Padmavats of Chitor, the subject 
of the beautiful allegory of Malik Muhammad. But another tale of Rajput chivalry, the history 
of Hammir Deb of Ranthambhor has been often illustrated by PahSn paintera Hammir’s dogged 
valour and heroic death at the hands of Alau'd-din Khilji have given rise to innumerable proverbs, 
and have been celebrated in poetical works in many languages of India. The earliest and most 
popular of these are the Hammir R&sa and Hammir Kabya of S^ragg Dhar. The story goes that 
one of AlSu’d-din’s generals incurred the displeasure of his master, and took refuge with Hammir 
Deb. Alau'd-din consequently besieged the fortress of Hammir Deb, and the siege lasted three 
years. When the last straits were reached, the refugee implored the king not to destroy his kingdom 
and lose his life for the sake of one stranger. Hammir would not entertain such a thought for 
a moment, and it was arranged to make a last sally. The queen and all the women of the palace 
at the same time determined to take their own lives, rather than fall into the hands of the enemy, or 
remain alive after the death of their husbands. The sally succeeded in putting to flight the remnants 
of Alau’d-dm's army; but Hammir was killed by an arrow. 'Few there are’, says the poet, ‘who 
would thus abandon a magnificent palace, a young, beautiful and devoted queen, and endless treasure, 
to protect the life of a refugee.’ 

1 have seen at Mandi a considerable series of pictures illustrating this story; and my own 
collection includes an incomplete set of seventeen unfinished drawings, and one complete, and two 
from other sets. Of the former, no. 1 6 has the short legend , . . ^rl R&ja Hablrde ajM iedci (His 
Majesty Hambir Deb takes leave) ,* this drawing shows the RSja taking leave of the queen, before 
making the last sally. In subsequent drawings the fight is proceeding, while the women of the 
palace take their own lives, fulfilling the ternble rite of the jauhar. 

The vitality of this tradition, and the reaction of poetry and painting, one upon the other, are 
illustrated in the following particulars of a later version. The Benares NSgaii PracharinI SabhS has 
published two poems on Hammir, of which one is the Hamtf^r Hoik of Chandra §ekhar of PajySla, 
who was bom a.d. 1798, and died in 1875. The poem was composed in 1845. The poem is based 
on a series of pictures in the Patyala library. The circumstances of the R§Lj3.’s commission are 
related in vers. 3-5 of the poem, as follows : 

'^li Narendra Siipha RSjS, always the ocean of kindness, considering my lack of means, bestowed his 
kindness on me, he the great and the good. 

Calling me near, he laid on me his commands : “ Here is a Hammir Haik do you compose the 
beautiful story in excellent verse.” 

By the MahSLrSji’s order, just as 1 found it painted in the pictures, so i^ekhar has composed in 
Bha^ ; my dear friends, find no fault with it.’ 

These pictures I have had no opportunity of seeing, but most Ukely they are still preserved 
at Paty3la ; and it would be a pleasing task to publish the pictures, together with a translation 
of Chandra ^ekhar’s composition. 

Nah-Damayanil. The old story of Nala and Damayanti has been retold in several vernaculars, 
and apparently illustrating some such version is the incomplete but very important series of forty- 
nine unfinished drawings in my collection ; the last of these is numbered 112. A few from the same 
series are to be found in the Calcutta Sdhool of Art collection. These drawings, of which a typical 
example, the ‘Svayamvara of Damayanti’, is reproduced on Plate Lxn, exhibit late art at its 
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best. Considered as compositions, indeed, they often lack unity ; but separate groups, such as are 
reproduced in Indian Drawings, II, Plates ix, x, are of unsurpassed charm and dignity. The manner 
of the whole work recalls the Botticelli drawings to Dante. Apart from their aesthetic qualities they 
alford a detailed picture of the daily life of a Rajput court of the PanjSb Himalayas, such as is 
available nowhere else. The series seems to end without representing any later events than the 
young lovers’ honeymoon, and for this reason I suppose it is not directly based on the old form of 
the tale, which is included in the Sanskrit Mahdhh&rala of Vyasa. 

Soknz-Makiim&l. The Panjabi folk-tale of SohnI and Mahihwil I have never seen illustrated by 
a series of consecutive pictures, but is a favourite subject of what in this case had best, perhaps, be 



J iGURS 6. Sohni-Mahinwal Traced from a Pafijab! drawmg of the i8th centuiy. SohnI crossing the nver to join her lover 
(a hose figure is here onutted owmg to aukward letouching in the original) beside the fire lit for hei guidance Reduced. 

called Pafijabi artists.^ The usual Sohni-Mahlnwal pictures (including one in my collection bearing 
the inscription quoted in Fig. i, no. ii), indicate a night scene; on one side a hermit by his hut, 
in the middle of the picture a river, across which SohnI is swimming, supported by an earthen 
pot inverted, and on the other side a buffalo-herd, Mahinw5l, seated under a tree, and playing on 
his pipe. Most of these are interesting, but I have never found a really good example. The outline 
drawing here given in Fig. 6 is traced from a simpler version, where no buffaloes are indicated, 
and there is no hermit; the treatment is more archaic, and indeed exceedingly beautiful. The figure 
of Mahmwal is omitted, as it had been interfered with in the original, and could not be faithfully 
traced. The crisis of the story, it should be mentioned, turns on the discovery of the girl’s nightly 
visit to her lover; her brothers substitute for the baked earthen pot one of unbaked day ; and when 
this ffldts away in the water she sinks and drowns. 

PadumSioaii, A late manuscript of Malik Muit^ammad’s poem, in the India Ofiice Library, is 
lavishly illustrated. 

LaUSr'McynS^. This subject is occasionally treated, in imitation of Persian or Mughal originals. 
Sas!it>Pm&n. I have seen one Pafijabi version. 

^ The reader most sot allow the necesaaiy use of tiiie airangeaaents Jamus is a part of ESshmir, ESQgtS is m the 

word to obsctnce the &ct that a large part of Bfijput art Fa!l|Sb, and GahiwSl belongs to the United Frovmoes. 

ooald propeilj be described as Fatljsbl Under present pdibcal 
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ragmalas 

What Indians regard as the essential basis of music is rdga. This term is sometimes translated 
as ‘ melody-mould A rS^a is a selection of notes — ^in Northern India, from the scale of twenty-two — 
combined in certain characteristic progressions, and with certain notes more emphasized than others. 
Ragints are modes of the fdgas in which certain notes are omitted and the progressions and emphasis 
differ. These r&gas and rSgit^ are the foundation of every art-song , to sing, is to improvise within 
the limits of the appropriate raga or What is most important to observe is that each rSga 

and rSgint has a definite sentiment or ^$os ; it is also definitely associated with a certain hour of 
the day, and sometimes with a particular season. It has been shown that there is a real musical 
basis for this association of ri^as with a particular hour and sentiment.^ It may be remarked 
that the ragas and rSgin^ have originated in more than one way; the four sources generally 
recognized are (i) folk-song, (2) poetical works, (3) devotional songs of the yo^s^ (4) tiie composition 
of professional musicians. These origins are often indicated in the names, such as Pah&rl 
(mountain), Hi^la (a swing), Jogt (ascetic), and S&raijg (from Saraggdeva, a musidan of the 
13th century) Other names refer to the sentiment of Ae rdga or rd^nl^ or to their effects or 
appropriate hours, as Va^anta (spring), and Dtpaka (lamp). Thus it is that each rSga and rSginl 
has more or less definite associations. 

The rdgas are personified, like the d^(d& of a mantram, so that to mis-sing a r^a or r^ni 
is to break the limbs of a god or goddess. The ragiipis are the wives of the r&gas. According 
to the system of Hanuman in most general use, there are six fundamental ragas, and each has 
five rSginls, But the number of systems is considerable ; in some, beside the and rSgints, 
there are also hybrids, called puiras or sons. All these are described in the technical works on 
music, of which the earliest extant is the Ndiya-iMira of Bharata (5th century). The early works 
are all in Sanskrit; whether these were ever illustrated, as is very likely, we do not know. But 
from the second half of the i6th century, or even earlier, onwards, it became the fashion to compose 
Ragm^<i, or sets of verses describing Ae rcgas or rSginls, in Hindi, and these works are constantly 
illustrated. Many of the illustrated Rogmai&s are full of confusion, but the early examples are more 
authentic, and it would probably be easy to compile a 'correct’ edition of the more important and 
most frequent types. 

These illustrations have been made the subject of unnecessary mystery. They are simply 
intended to express pictorially the of the rSga or rSginE represented. The picture does not 
necessarily represent ^e rdga or rSgi 0 as a visible devatS ; it represents the circumstances appropriate 
to his or her invisible presence. * Our songs ’, says Rabindranatii Tagore, ‘ speak of the early dawn 
and the embroidered starry midnight sky of India ; our song is the world-sundered separation pain 
of dripping rain, and the wordless ecstasy of the deep madness of the early Spring, as it reaches the 
utmost limits of the forests.’ ‘ It is In this way ^at the associations of the r^as and rd^n^s 
afford ample material for illustration. The pictures are, as it were, a commentary on the modes, a 
sort of musical analysis or criticism interpreting the modes to those whose language is more visual 
than musical. It is true that in Europe we are nowadays accustomed to such interpretations only 
in words, and more recently also in dancmg; but there is no reason why thqr should not be as 
well or better given in pictorial paraphrase.’ It should be noted that most of the ragas and rl^i^gs 

* A. H. Foz-StrangvayB, Tk Mutie of BrndusUm, 1914, ' JUaiamj^, p. lyg. 

p. 154, * That there is nothing unique in the paraphrasing of 

K 
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have for thdr burden some phase of love, either in union or separation; in such cases, as in the 
pictures of nSyak&s, the lovers represented are always RUdha and Krishna, and the art is essentially 
religious. The same names constandy recur in Ae words of the same songs. Thus each song 
of the Gita Govinda is sung to a particular ragii^y and a picture of the same circumstances could 
be a picture of the rSgint. Nor is there here any mystery; since art is essentially expression, it 
follows that one and the same passion may be expressed in every art. 

The representation of certain of the best known ragas is fairly constant. The following are 
easily recognizable: Bkairava is the form of ^iva so called; Bhairam is a ^iva pUja. Khambavati 
is a BraJum pUja (Plate vi) ^ Hir^la, as indicated in the name, is a swinging scene, the swingers 
are usually Radha and Krishna. Tori is a woman pla3dng the zfi 0 , and deer are attracted by the 
music (Plate xii, b). Detakhya is an acrobatic scene. Dhamiri is a girl drawing the portrait of 
a man, which she shows to the heroine, who recognizes her beloved; as in the story of 
Aniruddha and Usa, where Citrarekha paints a picture of the former {Prma Sagara, ch. Ixiii). 
Vasanta is a dance, or the representation of the Holi festivities (Plate in, b). M^hamalldra is 
a dance of Krishna in heavy rain (not unlike Plate xvin, a). Gujari is a woman playing music 
to a peacock. Bthhasa is a love scene, the man shooting a flower arrow from the bow of Love. 

Many of the others are less constant; in this respect, practically the same could be said of 
the pictures as of the rSginis themselves. A majority are love scenes or Orphic motifs ; several 
of the types shade off into one another, just as the absolute distinctness of the actual rSga may 
be blurred by the introduction of even a single foreign note. On the whole the most reliable sources 
for identiflcation available to me have been the British Museum MS. Or. 2821, and my own collection 
of twenty-three ; these are in fair agreement, but not without discrepancies. 

The following is a typical list of ragas and rSginis ; the six ragas are those universally regarded 
as fundamental (though sometimes known under other names), while the names of the raginis are 
somewhat more variable : 

Bkairava Raga with the Raginis Bhairavi, Nata, M&lavi, Patamanjari, and Lalita. 

Mdlakauia Riga ; with the Raginis Gauri, KhambMvatl, Mdlairi, Rdmakali, and Guitakati. 

Hindola Rdga : with the Raginis Vildval, Toft, DeSdkkyd, Devagandhdri, and Madkit-wSdhavi. 
Dipaka Rdga with the Raginis DhandSn, Vasanta, Kdnhrd, Vardi i, and Pdrva. 

Megha-malldi a Rd^a with the Rdginis B&ygdM, Gujjari, Gaura-malldra, Kakhubhd, and Bibkdsa. 
^ri Raga : with the Rdginis Pancam, Asdvari, Seta-malldra, Keddrd, and Kdmodini. 

This system is followed in the important British Museum MS. Or. 2821; this is 17th century 
Rajasthani, resembling my Plates v and vi. British Museum MS. Add. 26,550, has an almost 
identical arrangement, but different text, apparently by a poet of the name of Abhirama. 

Two examples in the style of MS. Or. 2821 are reproduced here; there is another of the 
same series in the British Museum, and I have a fourth. The inscriptions have been painted 
over with clouds, but this alteration has been almost contemporaneous with the original painting. 
All these are especially remarkable for their rendering of architecture, which is of the characteristic 
Rajput type, and the basis of 17th century Mughal. Nowhere else is the architecture represented 
with so much sympathy and understanding; and this special interest compensates for a certain 
lack of vitality in the figures. The same types of composition and architectural detail are found 


pictures into music and met versa appears in the facts that (i) 
this method is employed by the North Amencan Indians to 
commumcate then tones, (a) Beethoven is said to have worked 
to a ‘picture m his mind’, and (3) Monssoigsky, Rakhmaninov, 
and Liszt all composed works inched by particular pictures 
(‘Athenaeum’, Feb. 6 and Sept 4, 1916). Observe also 
the use of one and the same terminology in tihe cnbosm 
of Buropean mtusc and pamtmg, as m the case of ‘ Nocturne '. 
Millet’s 'Angehta*, like the Chinese 'Temple Bell’, idiows 
correspondence between visual and am^ images. As 
regards the colour symbolism, it may be noted that each 


of the ‘lune Rasas’ or emotions— Love, the Heroic, the 
Disgustmg, Ac.— has its proper colour, a notion that also 
reappears m Chinese mythology, and even m Europe where 
we speak of black wrath, of seeing red, and of greea<eyed 
jealousy. Needless to say, the pictorial illustration of music 
adds nothing to its meaning, but it may sometimes help to 
make the meatung clearer to the mind that is not typically 
musical. 

^ The constant lecnirence of this subject m the XiigmSlSs 
ferns one of several mdicabons of the considerable antiquity 
of such representations. 
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in the RSgmSla already often referred to, British Museum MS. Or. 2821. Of the two reproduced 
'here, the snake-charming scene (Plate v) represents RSgi^z Asavafl, This is like no. 35 of the 
British Museum volume. 

The second example (Plate vi), representing a Bra/ma pUja, is Khan^d/oati like no. 19 

(which should be no. 9) of British Museum MS. Or. 2821, and others in many collections. 

An earlier and finer work in the same style is the GmrakdH RSgii^ of Plate iv, like no. 27 
of the British Museum volume. 

Even more important than any of the above-mentioned series b an imperfect set of twenty-three 
rBgas and rdginis from which examples are given in Plates i-iii. These were obttuned in Delhi, 
and are Rajasthani of the i6th century. The name of the master rc^a is inscribed on the front 
of each, and on the back is written in a later hand a descriptive Hindi verse. 

These dah&s correspond in most cases with those of British Museum MS. Or. 2821, but the 
latter ^ves for each rSga ten lines of caup&t in addition to the doh&. Thus the text for Vasanla 
Refill in British Museum MS. Or. 2821 reads 

^ ^ trw ^ f<j f^^rafir wnEt II 

’inT? ^rar aTFWiT ^wt wnr 

aitgr I ’TRR fqRc?i n 

of which the only is inscribed on the back of the ori^nal of our Plate iii, b . 

Translation : 

‘ The pleasant Vasanta is a giver of bliss, my friend. 

She enacts the plays of the season of Spring, 

Putting on the shape of Purusa,* what is the song she sings ? 

And with all her companions has made herself fair. 

Unparalleled colour, mangos in flower, 

Settled upon them are the swarms of deep-murmunng bees. 

Soft are the scented zephyrs, and the waters very pleasant. 

Women disport in delight beside their lovers. 

Her comrades sing with the kokiVs voice 
To the excellent noise of the tune of the music. 

Singing and dancing, absorbed in pleasure, roaming through groves and forests deep, 
Keeping her beloved Dtpak in her heart, a great heap of bliss is in that Vasanta.' 

The following doJi& is inscribed on the Madhu-madhavi picture reproduced on Plate l 
Obverse : 5. Reverse : xifSpft final’s € 1 : 

* Madha-mSdhavI (“ Honey-sweet”) RSgi^I, of Hi^^dola: 

A woman fares on ahJdsSra to her lord and king Hindola : 

The eye sees less than all, and eye is at variance with thought (so dark it is). 

In other words, the sentiment of this ragifil is that of the AbJdsdrika nSyakH. British Museum 
MS. Or. 2821 has a chflerent picture and text for Madha-madhavi. The two other rSgv^ reproduced 
from this series are Malkaus (Plate iii,a) and GcMra{^uiUs.r(i\ (Plate n). 

^ Ptait^, the ‘Eternal Male’, represented as Krishna. shows Knshna with milkmaids ei^oying the HoU feshva], 

I have another veiy sumlar version of Vasanta RBgin! m the throwing coloured powdered Ssc, The cult of Kndma is closely 

style of the above. The British Museum MS.(Or. aSai) example associated with the spring festivals. 

K 2 
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There remain to be noticed a series of raga pictures of the Pogri PahSfl or Jammu group. 
These very provincial drawings are far from rare, though I do not know any in Europe outside 
my own collection and Mr. W. Rothenstein's. The Rsgni&ln usually illustrated is evidently one 
of the more elaborate types, for it includes rSgas, rdginis {bharaj&s), and putras. The versions differ 
considerably from those already noticed. As examples, it may be mentioned that Gujarl Ragint, 
wife of Dtpaka, is a single girl with a vtnS in a grove (another version has a second girl and two 
deer) ; Rsmakalz Rsgint, wife of Rsga, is a girl holding out cups of milk to a number of cobras 
emerging from two sandal trees ; Ri^a BkamarSnanda, son of Malakaus is a yogi dancing wolently 
to the drumming of a girl with a tambourine (the only representation of a tambourine I have seen 
in any Indian pa i n t i n g). Ahtri RSgiilt, wife of HindoUt, shows g^rls before a house, offering milk 
to cobras emerging from earthen pots. Da)agi {pevagandkS.fi) RSginty wife of HindolUy is a ^iva pQja. 

It should be noticed that amongst the numerous Mughal paintings of Hindu subjects there 
are many founded on the pictures of rSgas and ragiii^, treated from a more romantic and less 
symbolic standpoint. A partly Mughal version of Kakuhks RSginl is reproduced on Plate xvii, b. 
Bhairmn Rsgtnt, converted into a romantic ^iva pSja night scene, is also a i^vourite subject^ 

* E.g Sdeckd Examples of Indum Art, Plate i, which subject. Pictures of this sort should be classified as Mughal* 

was then erroneously described as 'RSjput' on account of its notwithstanding they are denved firom Rajput prototypes. 
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Among the diemes of Rajput painting we must not omit to mention the Seasons, as described 
in the B&rwmdsa poems of the Hindi singers. An example of such a series of paintings, illustrating 
poems by Ke^ava DSsa, forms a part of the British Museum MS. Add. 26550, but as these works, 
‘apparently of the 19th century’, have little merit, and I have not met with any others, no example 
of a BdrctntSsa (Twelve-MonAs) or Kkat-vittt (Six-*Seasons) painting could be given here. But 
the general character of such art is indicated in the pictures reproduced in Plates xvii, a, and lviii ; 
and a work more properly of this type but with some Mughal elements, is reproduced in colours 
in Mr. Havell’s Indian Smlptfure and Painting, Plate lxviii. 

We do not find in Rajput art any of those beautiful portraits of individual animals which are 
a feature of 17th century Mughal^; and even of less individual studies I can hardly recall a single 
example except the late Rajasthani drawings of a Rhinoceros and Elephants reproduced in Indian 
Drawings, ii, Plate xxn. We do find a few examples of animal combats, but many of these are 
derivative from Persian or Chinese prototypes ; some brilliant late examples are to be found in 
certain 19th century Jammu (?) drawings of conflicts of panther and boar.* 

The conflict of elephant and crocodile has already been referred to (Plate xxi and p. 39) ; and 
this subject very well illustrates how in Rijput paintings, as generally in Hindu art, animals 
are made the symbols of general ideas ; while, on the other hand, in Mughal paintings they are 
represented with greater curiosity and without arrihre^ensie} The Hindus, like the Japanese,* were 
constantly attracted to the representation of certain aspects of nature ; not from any romantic point of 
view, but because by association or by some virtue of their own such other forms of life served to 
evoke a vivid mental image.® And thus, when the key is given, we can recognize in many themes 
which might at first glance seem to be trivial or merely genre, an unexpected content of introspective 
thought. A Pahari picture of a girl with a fiiwn is reproduced on Plate lxxi, a (also xLvin, a), 
amongst many examples of the same subject, of which the verse inscribed gives the due : 

^ ^ HI 

‘ Who has escaped the net of nature, 0 bewildered deer ? 

The more you would warily run, the more are you tangled therein ! ’ 

The pet deer, though it has escaped the dangers of the chase and the pitfell, is yet attached 
to the beautiful maiden, and is likened to the soul entangled in rnSLya. This thought recalls the 
Vedanta use of the terms w^Orjala and wygortr^, ‘deer-water’ and ‘deer-thirst’, that is to say 
mirage, or illusion. In the Psalm of the Buddhist Ratthaj^, too, the individual who seeks not 
the pleasures of this world but the Abyss iydbb&nd), is likened to the deer for whom the trapper 


* £ g Iniuan JOrcatn/igs, u, Plate xxnr. 

* My ooUedion, voL viu, f. 29. 

* HaveQ, Indurn Seu^fure aai Plates i\i, ucn. 

Of certain animals tnroiight fiom Goa, JahSnj^ wrote^ ‘ Among 
them were a few which excited my cunoaty and 

whidi I had never seen before ... as the animals now before 
me were of sneb exquisite ranty 1 wrote a description of them 
and ordered that their pictoies should be drawn m the 
JahSngitt-nSm with a view that tfaear actual hkoiesses mighf 


aflbrd a greata suipnse to the reader than a mere desenpuon 
of them’ (EUiott Jffutorj) of Ittiui, vi. 331). 

* Sei-ichi Taki, Tkm JSssays on Onental Pam^, 1910, 
p. 14, *The Japanese adore natural objects not so much on 
account of their external beauties as for tbdr efficacy in 
suggesting mental reflectons.’ 

* Thus m early Indian hterature we find similes of the 
great man as undefiled like the lotus, vnshakeable as a 
monntam, patimit as the earth. 
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lays his net in vain.^ In the same way in various pictures of women watching wild or tame birds 
there is an unmistakable preoccupation with the thought of Transience, as if it could not be forgotten 
that 

Nought here abides, here standes no thing stabill. 

For this false world aye flittds to and fro. 

Thus the following inscription was seen on a picture of a lady at play with a partridge 
{cakorci) on a marble terrace: 

(trTI for awn) 

* Hither thence, and thither hence, not a moment stopping, 

Never resting, like a C(da 7 t, turns and comes and turns and goes.’® 

CakaH is a wheel-top that runs up and down a string (cf. Plate xli and description on p. 53). 

The thought that naught abides is also, I think, reflected in ‘Watching the Wild Cranes’, of 
which I have several versions, one by Mola Ram inscribed : * 

tmVi ^ ^ ^ ^ ’IK I 

^ ^ Tfr TfJ aiRTf y « 

‘ Ascending the balcony, regarding the clouds, the flashing and moon-like woman 
Holding before her face the necklace of pearls, “ Stay, O stay”, she prays the cranes • ’ 

The picture shows a girl looking up from a high balcony at the passing cranes, silhouetted 
against the black clouds, and she holds up her pearl necklace, as if to bribe the birds to linger. 

The flight of birds has appeared to Indians from very early times, a strange and beautiful 
phenomenon. Thus they are likened to men who have attained their freedom ; ' Men who have seen 
NibbSna says the Dhammapada (92), ‘ their path is difflcult to understand, like that of birds in the 
air’ The same metaphor occurs also in MaMbkSrata, xii, 6763. One of the Buddhist hermits 
sings * 

Whene’er I see the crane, her clear bright wings 
Outstretched in fear to flee tiie black storm-cloud, 

A shelter seeking, to safe shelter borne 
Then doth the river Ajakaram 
Give joy to me. 

It is scarcely necessary to dwell on the important part that is played by the cows that are 
constantly represented in the Krishna paintings. These sacred cows for their part share to the full 
the milkmaids’ rapturous adoration of Krishna. ‘ Shall not the cows be loved as mothers — the cows 
whose milk was greedily sucked by the divine child of DevakI, as it flowed from their udders at 
the sight of Him, in even greater tenderness than for their own young ? ’ ® Hinduism is sometimes 
called the worship of cows and Brahmans ; and not without truth. ‘He’, says Manu, ‘ who giveth up 
his body and his life, in defence from danger, of the Brahman, and the cow and the woman and 
the child, he, though he be a ^fldra, shall attain forthwith to the perfection of soul that even Br ahmans 
attain only by long practice oiyoga.' * 

With kindred S3nnpathy is represented Nandi, the old bull which is the vehicle of i^iva, or who 

* C. A. ? IUi3rs Davids, Psalm of the Brethren, p. 313 white buds are seen in flight, outlined against the black 

* Cf the poem of Bason clouds, a ^cial sigiuficance attaches to the birds, for this 

The movement of the world of men, mobf is often merely mcidentaL In the drawing referred to 

Is ceaseless as the wagtail’s tail on p 49 for exam]^, though birds are represented, it is the 

Chamberlain, Poetry, p. 839. clouds, and not the birds which give the key to the subject. 

® My collection, voL v, f. ao In Plate vm the treatmmt is decorative, 

“ C A. F. Rhys Davids, Psalm ^ the Brethren, p. 186. " Vuhm BhSgonaia, x (1), vi. 38, 

But it must not ^ supposed that m every pictuie where * Mam, x 6 a. 
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bears the load of wood for his yogi's fire; his fellow may be seen every day in the narrow streets of 
•any Indian city, wandering up and down like a family pet, and perfectly at home. Buffaloes are 
introduced in pictures of the SohnI-Mahmv§l legend; and from quite another standpoint the great 
buffalo form of Mahisasura stands for the powers of evil in the typical representations of Durga- 
Mahi§amardini (Plate Lxvin). She rides herself upon a tiger, and she fights for the Devas against 
the Asuras in their battles. 

The sensibility of serpents, deer, and peacocks to the strains of music is proverbial, and forms 
the theme of many of the raginl pictures. Monkeys, of course, are represented with special sympathy 
in all the RantSyana paintings, as animal in their impetuosity and human in their love. Hanuman is 
counted amongst the ‘ Forty-two Beloved of the Lord ’. 

It will be seen that in almost all these cases the representation of animals is not from motifs of 
curiosity, but as embodying certain general ideas. Thus, the standpoint, though very sympathetic, is 
also apparently anthropocentric, and this affords a parallel to the treatment of animals in Indian 
folklore, where they are always made to think and act like human beings.^ 



Fiovre 7 Hanuman fightng the rahasas of , from a Jammu draving of the 1 7th century. 

Rajput art in these respects seems to be nearer to European (especially Early Italian and 
Gothic) than to Chinese art, where landscape is regarded as the highest theme, and the constant 
aim is to lead out man’s thought from self into the universal life around him. But the Indian 
anthropocentric attitude is not really like the European, for the European consciousness has never 
been able to realize intuitively the unity of all life, and is hampered by the old Semitic animism 
that discovers in man a soul that does not exist in animals and trees. European art assumes for the 
human personality a distinction not merely of degree, but of kind, and so divides the consciousness of 
Man from that of Nature. The Indian artistic tradition is that of a race that finds the undivided Self 
in every living thing, and even in what some would call the inanimate, and so it easily recognizes 
and sometimes even exaggerates tlie essential likeness of animals and men.‘ 

We have said that in Indian literature the animals are made to act and think Uke human beings, 
and the same tendency appears in the soilptures and paintings, such as the^'i^' cat at Mamallapuram,'’ 
or the talking geese of Hamtt, yiUaka at Ajap.^. But where European art only accomplishes 

* It has bees pointed out by Benfey {Etdaimg zur behave as animals according to thdbr own nature. 
PamehaUm/ra) that in this reject the Indian fables differ * Cf Denssen, PAtiosopfy tfHu Upmshadst p. 198. 

from the JE^pic stones. In the Biduut stones animals * Plate ixxxv 

behave as men in animal forms; in die JEsopic stones thi^ 
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a similar reading of human attributes in the life of non-human creatures as a sentimental tour deforco — 
sentimental because all the time an essential difference of constitution is assumed — Indian art is* 
inspired with the deep conviction that human and animal life differ only in degree, and that all must 
travel on the same road towards the same goal of ultimate knowledge of the Brahman. Animate 
and inanimate must alike be sensitive to the accomplishment of spiritual purposes. It is thus with 
deep sincerity, rather than conscious humour, that Indian animals are made to play the part of men, 
and often to surpass their human fellows in nobility and faith. 

There is, indeed, another way of representing Nature, where the whole significance of wld 
life and mountain scenery is found precisely in what they really are in themselves, apparently inde- 
pendent of edification and symbolism. This supreme and universal art is illustrated in such works as 
the Indian Monkey Family of M5mallapuram,^ and those of the great Chinese painters of mountains. 
But here, too, a more penetrating study reveals philosophic conceptions underl)nng the interpretation 
of Nature — and were it otherwise we should be dealing rather with illustration than art The philosophic 
study of Nature has only been made possible for Europe by the development of modern science ; * 
here also, though in another way, the mind has learnt to escape from the circle of its own thought, 
to realize the impartiality of Nature, and to overcome the naive behef that it is for man alone that 
the earth yields her fruits, and for his service that the animals were specially created. For these 
reasons, European animal and landscape art, in any case a late development, has never achieved 
results that are comparable with the Nature-art of the Far East, especially the art inspired by Taoist 
and Zen Buddhist thought. Even Indian art, though it excels in the representation of animals, has 
never created a school of landscape painting comparable with that of China. 

In Indian representations of animals, however, the practical considerations most often predomi- 
nate ; such and such an animal is a protector from demons, or the vehicle of such and such a god. To 
these considerations Rajput painting offers no exception. The birds and deer are symbols of general 
ideas, and landscape is always background for the human or divine actors. 

In Indian poetry we find much mention made of flowers, seasons, murmuring bees, the beauty of 
the silver moonlight, and the savour of the southern zephyrs. But in general, this is not from the 
standpoint of disinterested contemplation, but arises from the influence which Nature exercises upon 
human sentiment When, in the Nala-Damayanti drawings,® we see the lovers seated hand in hand 
rapturously watching the rising moon, the painter is more concerned to represent their common 
happiness, ftian to put before us an interpretation of Nature, otherwise than as the nature of the 
hearts of men. When the poet speaks of flowers, it is to find a wealth of similes for the perfections 
of his heroine. When Krishna praises the forest trees, it is for the shelter they afford to other 
creatures, and their patient suffering of the sun and rain : ‘ Lo I these are come into the world, and 
how much they have taken upon themselves, and what happiness they bestow on men I’ When 
Radh3 weeps at Krishna’s loss, as she stands in the woods all alone, ‘ Hearing the sound of her 
crying, all beasts, all birds and trees and climbing plants were weeping too.’ 

The elephant is a symbol of grace, the wagtail of a rolling eye ; the dark clouds and the tan^la 
trees are like the body of Krishna, the peacock rejoices in the rain, the ‘peewit’ cries, ‘My love, 
ray love ’. The lotus is now a loveris toy, now the image of a woman’s hands or the feet of a divinity ; 
and again the secret flower in the heart of man ,* or beneath the feet of any daia^ or as a spiritual 
dirone, it marks an other-worldly origin and immaterial purity. 

Thus in Rsjput art it is not through landscape or through animal painting that the highest uni- 
versality is reached. There is no such philosophic interpretation of Nature, as we recognize in Chinese 
representations of mist and mountain, dragon and tiger. The universalism of Vai§nava art is attained in 
another way ; its philosophic language is that of human love ; its pairs of opposites— Mist and Mountain, 
Yin and Yang, Being and Becoming, Rest and Energy, Spirit and Matter— nre tjrpified by Man and 
Woman, AH the interplay of their relationships is the history of the courtship of soul and body, and 
involves the ultimate recognition of their unity. In this convention of its own, so different from and 

® VtiMkcartmi Plate iXKxm. ® E.g. Aliotta, The Idtahsitc Reaetm agmsf Same, I.ondon, 1914, p. 460. 

* InAan Lreamgs, u, Plate -s, 4. 
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complementary to that of Chinese Art, the Vai§nava art of Hindustan is none the less the Indian 
equivalent of Ch’an or Zen Buddhistic culture of the Far East Each in its own way achieves the 
union of Nirvana and Sarasara, renunciation and pleasure, religion widi the world, Man with Nature. 

The representation of Nature, on the other hand, is never from a romantic point of view. 
It is not for picturesque effect, but because He is the Great God of the mountains, and Parvatl 
is the daughter of Himalaya, that these twain are represented as dwellers in the Himalayan forests, 
and that snow-clad peaks rise up about them ; not for the sake of effect that the lightning flashes 
in the inky sky, and the rain pours down in torrents, but because the representation of the darkness 
and the storm emphasize the self-forgetful courage of the AdMsSriiS; it is not as scenery that 
Mt. Govardhan is represented, but because the image of ^li Natha-jl was discovered there; it is not 
a sentimental intention that represents the deer as listening to the music of the but because 
for these believera music had actual power to charm the shyest of the shy, and to change the face 
of the outer world. Nothing points the distinction of Rsjput from Mughal painting more clearly than 
the fact that when the Rajput subjects are imitated or repeated by the Mughal artists, picturesque 
elements are immediately developed, and the meaning is forgotten; the reli^ous art is secularized. 

It is none the less true that the landscape elements in Rsjput art exhibit great variety, and 
might well afford materials for a separate study. On the whole there is a movement from an early 
formal and decorative treatment to the more naturalistic art of KSggrS, But comparing Plates ii 
and IV we see that even in the i6th century there existed side by side very different degrees of 
convention ; while, on the other hand, some of the oldest formulae have survived in full vigour 
almost to the present day. 

That the Rijput landscapes are essentially Indian, not like the typical Persian mountains that 
are derived from Chinese prototypes, no one can fail to recognize who knows the sandy plains of 
Rijputana and the Panjab, the little hills and swift rivers of the sub-Himalayan valleys, and the snowy 
peaks of the in n«»r ranges. So with the trees and flowers: mango, plantain, palm, and lotus are 
all Indian, and so are the dark iamSk trees and flowery creepers of the groves of Brindaban. Only 
the C 3 rpress anH the ‘ weeping willow ' may be Persian borrowings. The deodar is only very rarely 
represented, for Rsjput art belongs to the plains and the outer valleys, not to the inner hills. 

What is the source of the Indian sympathy with infra-human lives ? It is to be found in the 
ideals and in the culture of the Forest-dwellers. Rajput art does not differ from other expressions 
of Indian sentiment in laying much stress on the Vana^rama, the life in forest hermitages. These 
asylums were the abode of peace and learning, where reside the sages ‘ crowned with asceticism, and 
resembling smokeless flames’; there the wild deer go to and fro at will, and fiercer creatures are 
as gentle as the deer themselves. There man lives in perfect harmony with nature; and from that 
source is derived the essential inspiration of Indian culture and the illummation of everyday life. 
The affection with which every Indian looks upon the ideal life of the forest hermitages, as it is 
represented in the AraijyakSpdam of the and in i^akntUak, is reflected equally in pictures 

such as are here reproduced on Plate lxi, representing the forest home of Kusi and Lava, and 
Plate lx: in the words of Rabindranath Tagore, ‘The hermitage stands forth as the place that 
has done away with man’s aloofness from plants and creepers, birds and beasts. . . . The Hindu sages 
did not shut themselves up in brick and iron cages of their own making; where they dwelt the vast 
universal life had unfettered communion with their life. . . , Thus it was that they could realize their 
own life by connecting it with the vaster life all around them. To them their environment was not 
dead, vacuous, or detached.’ ^ 

* The Sprit^htcdtfln^ Cittlttafm, translated bjr Jadunath Sarkar, 'Modem Review', December, i$t3. 



CHAPTER VIII 


PORTRAITURE 

Portraiture is the typical mode of Mughal pamting. Its predominance there and comparative 
subordination in Rajput art, exactly reflect the characteristic bias of the Mughal and the Hindi; 
culture — ^the one deeply interested in individual character and in passing events, the other in idea 
types and symbols. Even human figures — ^such as those of the milkmaids of BrindSban — stanc 
essentially as s3mibols of general ideas. It is just this difference which makes the Mughal art sc 
relatively easy of comprehension to modem students and the religious art more difficult The 
Mughal art at its best very adequately exhibits the dignity of man. But in the main it simply reacts 
to an objective magnificence, and represents the splendid pageantry of royal luxury and sartoria! 
refinement; it is distinguished because its material is distinguished Rajput art is inspired b} 
a supernatural generosity which transfigures common and' everyday experiences and homely events. 
These broad generalizations are subject to certain exceptions, and in a large collection of Rajpul 
paintings we meet with more and more interesting portraits than might have been expected. If many ol 
these are plainly influenced by Mughal fashions, they have none the less a well-marked character oi 
their own ; never so prudent or so meticulous as the common run of Mughal work, they are simpler 
and more monumental in design ; but they never, or hardly ever, attain the marvellous refinement ol 
the true Mughal delineation — perhaps the highest level that miniature portraiture has ever reached— 
nor its penetrating insight into the character of the individual represented. 

Some characteristic Rajput portraits from Jaipur are reproduced in my Indian Drawings , ii. 
Plates XVIII, XIX, and xx (i, 3). In the present work these are supplemented only by a small series 
of PogrI works from the Jammu district (Plates xxxin-xxxv), and a late Ka^gja group of goldsmiths 
(Plate Lxxv, a). These examples, together with the sensitively drawn Boy-warrior di Indian Drawings^ i. 
Plate xiii, may be taken as typical for the Paharl types. A good example of the Sikh assemblies 
reproduced on Plate lxxvi.^ 

The following reference to Sikh portraitme la of interest . ‘Von Orlich in 184a was present at a durbar of Shh: Singh's 
at Lahore, and takes noboe of the presence of native artists whose emplojment then, as it had been from the tune of the &8t 
Mogul emperor, was to take portraits of the different personages composing the court “ On occasions of this kind,” wntet 
Von Orlich, “ it is customaiy for the Indian nobles to bimg the artist attached to the court to take portraits of those present 
The painter of Shere Singh was, therefore, incessantly occupied in dietchmg with a black lead penal those likenesses which 
were afterwards to be copied in water colours, m order that they might adorn the walls of the royal palace, and some of them 
were admirably executed. 1 was among the honoured few, and the arbst was very parbcnlar m making a &ithful representabon 
of my uniform and hat and feathers.” ’—Quoted by H. H. Cole, Catahgtu of the Objects of Indian Art . . . SoiM Kensington 
Jfttseum, Ixmdon, 1874, p 64. Observe here the general dependence of Sikh portraiture on Muj^al tradibon, the mtroduebon 
of the lead penal, and the mterestmg fact that the portraits were designed ior palace walls. 
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CHAPTER I 

ALLIED ARTS 

Poetry, music, and dancing have already been alluded to as inseparably associated with Rajput 
paintings. It will be desurable to refer here also to certain minor arts more closely alhed to painting, 
and more amenable to illustration. One of these arts is the cutting of paper stencils, as practised in 
Mathiura, Delhi, and Jaipur, and probably in many other cities of Hindustan. The stencils are used 
in the preparation of temporary pictures upon any smooth horizontal surface, by means of coloured 
powders, just as a design is transferred by pouncing through a pricked cartoon. 

If the design is to appear in more than one colour, a like number of stencils must be prepared, 
and accurately registered by means of side notches. 

The subject-matter is generally Vai§nava, but any Hindu theme may be dealt with ; one finds 
also many frames and elaborate patterns, and realistic animals, buildings, flowers, and trees. These 
stencils are often very brilliant in design and execution, a fact the more surprising when it is realized 
that most of the available examples are of late 19th century workmanship. Their character is so 
clearly indicated in the accompan^ng reproductions (Figs. 10, ii) as to need no further comment In 
many respects they represent a later stage of Kagg;^ realism. 

Closely allied in effect to the stencils just referred to are certain lithographed illustrations (Figs. 8, 9), 
resembling woodcuts, found in the Hindi printed chap-books. Very often these follow closely old 
Rajput designs, as in the case of the Krishna subject here reproduced from a pamphlet printed in 1864. 

It must be confessed that in many cases these lithograph illustrations are of little merit, and 
they are not to be compared with the brilliant drawings of a century earlier, sucli as the example 
reproduced in Fig. 3. Nevertheless, they show considerable appredation of the principles of book- 
illustration, and have a good decorative effect in place on the pages. In exceptiomd cases, such as the 
accompanying ‘Well of Love’, these illustrations become truly beautiful, and are comparable with 
good Italian woodcuts of the 15th century. It can hardly be doubted that if printing had been 
introduced into India before the decadence of RSjput art, and had the early Rajput draughtsmen 
known how to cut their drawings on wood (as might easily have be^ the case by a slight adaptation 
of the widely practised art of industrial block-cutting for cotton-printing and embroidery), books 
of the highest aesthetic value might have been produced. We must look upon this possibility as an 
opportunity that was just missed. 

The mere writing or printing of the NSgari character, however, if at all skilfully accompHshed, 
by itself produces a page of great nobility. The example given here (Fig. 12) is of average merit, 
neither very poor nor especially good. It is important to bear in mind that Nsgarf and other Hindu 
scripts are never treated from the standpoint of calligraphy, nor is there any intiniate connexion 
between writing and draughtsmanship, such as exists in China and Persia. Fresco painting was 
already well devdoped before the writing down of sacred texts became at all general. 

Another art, in some respect more closely connected with Rsjput painting, is that of embroidery 
as practised in the hills. 1 r^er especially to the embroidered scarves and handkerchids in 

silk on cotton, formerly made in Chamba and KSggflu These reproduce exactly the subjects and 
mannerisms of Ka^grS paintings, and in some cases the pictorial matter of the needlework is 
accompanied by appropriate texts in stitchery. Vai^i^va themes predominate, but some examples 



Figvek 8 Krishna Baipsidhara. From a hthographed edition of the Khai Jtihi PrakOs of Sardar, 

prmted at Benares, a. p. 1864. 



FiPtntt 9. The Weill of IiOve. lathognqib iUnstration from the title page of the JDt&ahtHtedl EmMd (n. d., but late 
X9tih centax7). Thesuhjectisperhaps'Faibr maids, vhohaantftewdl of Lore' (Vidjapati)} sad c£ Kabfr, * There Love is fiDing 

her {Htcher from the vrelll lathogtaph Book.-3butratbna follovring Rsjpot tradition. 
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Fxotnu 10. 


TheSpnngFestiwI(Holi). Paiw stencils Malhma, aerth eenti^^ ^ A Kridma and Radha 

C, D. Another gopa and gtii. (Ahont } original aze.) 







Ficinc 12 . Kigali scrpt. Extract from the of Vllmiki, fiom the reverse of the painting of the School of Jammu reproduced on Plate 








8o 


SUBJECT-MATTER OF RAJPUT PAINTINGS 

are of geometrical design, and resemble samplers. The work is executed in satin stitch, and follows 
a brush outline drawn on the cotton surface, just as the painling follows the drawing on paper.' • 

Kashmir embroidery is of a different type. In Jmpur, however, will be found a school of chain- 
stitch silk embroidery on cotton, best exemplified in ^tgaddu or shield cushions, which protect the 
knuckles from the interior of the shield. There is a very fine collection of these in the Maharaja’s 
armoury at Jaipur. The subject-matter of the embroidery is mainly HindO. Very similar in technique 
to this art, again, though not having the ground completely filled, is that of the silk-embroidered 
cotton floor-coverings, which are occasionally met with in Jaipur, and are frequently represented 
in Kaggra paintings, chiefly in portraiture. All the embroidery here referred to is in one way or 
another closely related to Rajput painting, but especially so in the case of the Pahayl rwnals} 

Crafts that fully and properly belong to Rajput painting are the decoration of playing-cards, and 
that of the lacquered shields of Bikaner. Examples of the former are given on Plate lxxvii, a and b. 

The nearest actual parallel to Rajput painting, which perhaps we ought to regard only as a 
special sectarian phase, is seen in the decoration of Jaina books.* 

Mediaeval sculpture comparable with Rajput paintings can here be only glanced at. Speaking 
generally, the two arts are not very closely connected, and the sculpture is inferior to the painting. 
This is partly explicable by the fact that in sculpture the old Brahmanical types predominate, 
representing, just as in contemporary Jaina and Sinhalese Buddhist art, the continuation of an 
old tradition without fresh inspiration. In Nepal, however — ^the ‘Central Pahap* area immediately 
East of Garhwal — a vigorous imager’s tradition in cast and beaten copper gilt has survived almost to 
the present day. Most likely, when more material is available, it will be possible to trace a continous 
development in Nepalese art, beginning with the early types of about the 9th century, which show 
well-marked Gupta characteristics, passing with change, but comparatively little loss, through the 
more abundant work of about the loth century, to the careless productions of the present This 
history will afford some parallels to RSjput painting. 

Nepalese art, or the same art on the borders of India proper, is partly Vai§nava. Thus my own 
collection includes not only an early Vishnu of the iastrlya t5q>e, in the style of the Avalokite 4 vara of 
ViSvakarmS. (Plates xi, xii), but also a later, perhaps i6th century, beaten copper-gilt relief of Krishna 
with Radha (Plate lxxvii, c), extremely like a Rajput painting. Krishna wears the typical pointed 
crown, the points lotus-tipped, and he carries a tasselled flute and wears a garland of flowers ; but 
he is four-armed and attended by Garuda, features which do not appear in Rajput drawings. 

The Vaisnava brasses of Hindusl^ rarely exhibit a similar vitality, but some of Bsila-Krishna, 
a crawling child with a pat of butter, are meritorious. Certain early figures of Krishna with the flute 
(Plate LXXVII, c), attended by gop ^ and cows, however, exhibit real feeling, and seem to belong as 
much to the neo-Rajput as to the old iastrzya traditions. 

For stone images, Jaipur is still the great centre of production for all Northern India, supplying 
impartially all sects. But the tradition is of little immediate vitality, and the Krishna figures are 
insipid. 

Thus there is some evidence to show that a school of sculpture related to Rajput painting, 
and inspired by the same movements of thought, has existed : but the number of good paintings, 
so far as known at present, greatly exceeds the number of good brasses. 

We have not yet spoken of architecture, which is of some importance for our study, not only 
because the white walls of RSjput buildings have been constantly painted, but because the buildings 
themselves have been very faithfully depicted in many of the smaller drawings. It cannot be too 
clearly mphasized that the characteristic dvil ardiitecture of Hindustan is essentially old Hindfl 
and I^jput. The arguments for this have been so fully set out by Mr. E. B. Havell {Indiem 
Architecture, 1913) that they need no recapitulation here. It suffices to pomt out that this 
architecture under Rlljput patronage attained a splendour that has never been surpassed in the 
history of forts and palaces. 

^ See my ArU aad Crqfts ^InUe md Cg/don, Ilg. 149; aad Wat^ Iniim Art at Ddh, p. 379 aod Plate 48, 6. 

* Notu on Jama Art, ‘Journal of Indian Art', no. xa7. 
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, Moreover, just as in the case of Mughal painting, so in that of architecture as it is seen at 
Fathpur Slkti, and only less conspicuously in Agra, Hindu elements predominate. It is scarcely 
an exaggeration to say with Mr. Havell that the buildings of Fathpur Sikrl ‘belong almost 
exclusively to the Buddhist-Hindu tradition’. The same architecture remains a living art m the 
hands of masons descended from those who built for Rajputs or Mughals, in accordance widi demand. 

This Rajput architecture is represented in the paintings, and indeed, by reference to the Mughal 
time-scale, often affords an important clue to date. Thus it is easy to distinguish the i6th and 
early 17th century work m the manner of Gwaliar and Orcha, from the more feminine building 
represented in the later drawings of Kaggpa. 

Remains of early Rajput palaces are very few, for so many capitals have been destroyed by 
invading armies or in the course of internal wars; and in times of peace each successive ruler 
altered his predecessor's work and made additions. But Gwaliar, Amber, Datiya, Orcha, Jodhpur, 
and Udaipur, and even the 19th century palaces along the Ganges bank at Benares remain to 
rank with anything that Mediaeval Europe has to show m the same kind. These buildings prove 
what strength of body and mind inspired the rulers of RajasthSn. But it may be doubted whether 
any plastered surface older than the 17th century remains intact, and for this reason no mural 
paintings now exist older than those in the old palace at Bikaner. 

We ought not to omit referring to another art in which the Rajput clans excdled, the art of 
costume. A whole work could be written on this subject, and admirably illustrated from the 
contemporary paintings. The Rajput costume, especially in the case of women, was very widely 
adopted in Mughal circles, in the time of Akbar, and we observe a gradual reduction of the Persian 
forms as Mughal art proceeds. After the 16th century it is very rare to see the typical Bokhara 
turban with both ends hanging free, or the peaked cap of the Afghans; and die Persian coat 
fastening down the middle is replaced by the looser coat which fastens at one side, like the gown 
of a Chinese mandarin. In early Mughal times this garment, whatever may be its source, was 
worn by Rajputs and Mughals; and with the small double turban which accompanies it, it 
is still occasionally worn by old-fashioned BrShmans in the hills. I have litde doubt that these 
coats and turbans, as well as the coloured trousers which are so characteristic in, for example, my 
series of ‘twenty-three r 3 gints\ and which are worn also by women of the PafijSb alternatively 
to the skirt, were in common use before the 16th century. 
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TO-DAY AND TO-MORROW 

Thus Rajput Painting does not stand alone. It is but one of many aspects of the mediaeval 
Hinda renaissance : it is an immediate expression of Hindu life as it survived and continued little 
affected by the contingent Mughal courts. Life and art formed a single unity. Architecture and 
painting, poetry, music and dancing were all created by one and the same people, to satisfy their own 
taste, and to express their own ideas. The time had not yet come when a wealthy Indian found 
it needful to hang a Royal Academy picture on the walls of a Clapham villa to prove himself an 
educated man. India was not yet governed by movable officials, ignorant, if not contemptuous 
of all that most engages the hearts and minds of the people. Rsjput princes were men of 
cultivation. Their letters (says Tod) ‘exhibit abundant testimony of their powers of mind: they 
are sprinkled with classical allusions, and evince that knowledge of mankind which constant collision 
in society must produce. . . . When they talk of the wisdom of their ancestors, it is not a mere figure 
of speech. The instruction of their princes is laid down in rules held sacred, and must have been 
far more onerous than any system of European university education, for scarcely a branch of human 
knowledge is omitted.’ So much could rarely be said of the modem prince, and hardly ever of 
the foreign official who in British India inherits the position of a prince, without respecting its 
obligations. However efficient a modem Government may become, whether in British India or 
in Native States — between these, from our standpoint, there is little to choose — it must remain, 
with modem ideals and modern education, a class government of cultivated peasants by uncultivated 
kings. 

No bureaucracy can patronize art, because a bureaucracy cannot feel enthusiasm. The patronage 
of art is possible, not when museums are established, but when the rulers and the mled are both 
of one mind. It was an ideal of Indian kingship that the king should be ‘one with the religion 
and the people’,* and it has been laid down that kings who acquire new territory ‘should follow 
the people in their faith with which they celebrate their national, religious, and congregational 
festivals and amusements Ideals such as this go far to explain the impressive unity of such an 
art as that of Rljasthan. 

The founding of at least one national Museum of Indian Art is one of the greatest needs of 
the present moment, for modem India has already forgotten the past, and opportunities are passing 
quickly, of which European and American collectors are not slow to avail themselves. The greater 
part of a magnificent collection of Jaipur enamels which the NizSm of HmdarabSd (a multi-millionaire) 
disposed of lately at half their real value, to be exchanged for the latest manufactures of Birmingham 
and Bond Street, was secured by the agents of American Museums. M. GoloubeVs collection 
of Indian paintings has goqe to the same country. The existing Indian Museums have been made 
by men better acquainted with the culture of the hill tribes than with the culture of an old Rajput 
court When we consider that much the same is true of Indian collections in England, and that 
the history of art has not a single chair in any Indian University, it is not surprising that modern 
Indians refuse to believe that such a tiling as Indian art has ever existed. 

But however ardently 1 vd^^tiiat justice should be done to masters of craft who are mm pIPBgj 
dead and gone, we ought to rem^ber that the widest knowledge of a former or another art is 
not the least guarantee of present power; the final proof of artistic sensibility is not to be found 

* MaiSvoiitsa, ch. sx. * ArthaiSsfra of Eautiiya, Bk. ]!Cni, ch. v (‘ Indiaix Antiquaiy’, 1910, p. 154). 
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^in museums or in books, but in the nature of the demand we make on living men, and the 
c^portunities we allow them of response. 

Doubtless it is true that art is essentially the proof of a religious inspiration, the outward 
sign of inward and spiritual grace, and no one knows when the Indian consciousness may be fired 
afresh. But this will not arise from the importation of Western academic art or academic belief 
I cannot imagine any serious revival of Inthan creative power within the present century, though 
the earliest roots of such a development may be struck already. India must needs suffer, and 
perhaps needs to endure an Industrial age and an age of criticism, before she can expect to recover, 
as Europe is beginning to recover, her power of choice. 

When India gave the world a great art, her people were essentially of one mind, and the same 
art flourished everywhere, little dependent upon individual genius, while affording opportunity to 
every power. That 'one mind' found expression just as surely in a printed cotton or a bra/ten 
bowl, as in any painting or gilded image , it was more than one or ten men deep, and had its roots 
far back in racial experience. The future of Indian art will not depend upon the excellent taste 
of any group of artists in our day, but upon our attitude to life. We cannot leave it to a single 
group of even the wisest and most accomplished artists, or most sincere critics, to achieve the task 
of a whole race ; artists or not, all are individually and collectively responsible. 

The problem is not merely Indian. For the modem world can never again move forward 
or fall back in parts. Whatever is achieved, whatever lost, must be achieved or lost, in the main, 
by all humanity, rather than by any nation as a nation. For a wave of thought that once required 
centuries to cross a continent, now circles the world within a decade, sometimes within a year. No 
race can live unto itself in an age of swift and easy intercourse. The future of art in India depends 
upon Europe and America as much as upon India, and the future of art in Europe and America 
depends upon India, for East and West together are co-responsible for the post-industrial age. 
The possibility of a renewed Indian inspiration will be created first when India begins to realize 
that Europe and America are faced with spiritual problems which she must also face, and to 
understand that the future of humanity is in the making here and now. There has never been 
propounded a more vicious lie than the statement ‘ East is East, and West is West, and never the 
twain shall meet*. It is much more certain (slightly adapting the admirable words of Mr. E. B. 
Havell) ‘that East met West very long ago in the fellowship of art, and when a gjreat religious 
impulse comes again in Europe and in Asia the meeting ground will be the same V 

When on the one hand an age of criticism and research shall have made her mistress of herself, 
and on the other, she knows that she is called upon to act, for humanity, — ^because if she is not with 
Europe in the future she must be against her, — ^then India may be able once agmn to identify religion 
and life, and of this unity create the flower of art. 

’ Anctmt and Mediaeval ArcAe/ec/ure of India, 1914, y ^6. Cf also Lethaby, Medtaevcd Art, 1904, p. 7. 
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